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CHAPTER=T 
HISTORICAL BACKGROUND OF THE REGION 


A. TOPOGRAPHICAL ANTECEDENTS 


LepakshIi is a moderate village (Lat.13° L8' N, 
Longe 79036 2)! situated at about 15 km east of Hindupur 
(Fig. I) onthe Kodikonda-Anantapur road in Hindupur taluq 
of Anantapur District, Andhra Pradesh, The place is very 
much known for its monumental temple architecture of 
Vijayanagara period. Especially the extensive mural 
paintings executed on the temple ceilings are world famous 


for their special style and theme, 


Be THE SIGNIFICANCE OF THE NAME 
In the epigraphical records available on the temple 
walls, the place is variously spelt as Lépaksha?, Lepaksh13 


and ysis suns e Even in the inscriptions of Achyutaraya's 
period (1529-42) available at Tirumala-Tirupati, the place 
is also referred as Lepakshi, a village in Roda Naqgu sub= 
division of Penugonga-rajya. It seems that the place was 

an insignificant one before the construction of the 
magnificent temple and came into prominence during Achyuta= 
raya's reign (1529-k2 A.D.) especially due to the munificent 
activities of Virupanpa, a royal officer in the personal 
staff of Achyutardya’ who hailed from Lepakshi. The 
literal meaning of the word is (Lepa + Aksni = Lepakshi) 

an embalmed eye or a painted eye, How the village derived 
its name is difficult to explain. However, some scholars 


tried to co-relate the literal meaning of the word with the 


painted eyes of the figures drawn in the mural paintings. 
But the epigraphical evidences show that the place was 
already known by this name much earlier to the construction 
of the temple, because the father of Virupappa was called 
as Lepakshi Lakkusetti in the epigraphse Some believed 
that the place derived its name from a female ey who 
might have existed at the place earlier to the construction 


of the temple. 


Ce PHYSIOGRAPHY OF THE PLACE 

The historical background of the region is generally 
guided by its physical features, They are the main deciding 
factors of the cultural heritage of a particular area, The 
region in which Lepakshi is situated forms part of the 
northern extremity of the Mysore plateau having an average 
height of 2,200 ft, above the mean sea level and having a 
gentle slope towards the south’. The two important rivers, 
Penneru and Chitravat], originate in Nandi hills of 
Karnataka state and flow at 15 km. apart on either side of 
Lepakshi. The area is generally flat, surrounded by hills. 
The land is generally poor and infertile formed from the 
granitoid rocks. The granite occurs in clusters and 
detached dome-shaped masses often of great boldness and 
beauty are seen. The highest cluster lies at Penukonda 
( 3091 £೬) on which an impregnable fort of Vijayanagara 
period was built. The eastern part of the region is more 


hilly « There are only five ranges of hills, not of much 


height, which run in north-south orientation. In these, 
there are some isolated peaks, some of them having 
precipitous sides which offered quite convenient strategic 
points for the construction of certain famous hill-forts 
like Gooty, Rayadurg, Kalyapadurg, ete.» which played a 
commendable role in the history of medieaval India. Some 
of the dome-shaped granitic rocks have offered a convenient 
place for erection of beautiful temples like Lepakshi. 
Thus, major portion of the region comprises of the formation 
of the 014d archaean variety of rocks such as schist, 

gniess and granite of which the last has supplied a bulk 
of building material not only for the construction of huge 
cyclopean fort walls but also gigantic temple complexes 
especially during the medieaval and late medieaval periods 


in the region. 


The discovery of rock edicts at Yerragudi? in 
Anantapur district and the other sites with rock edicts at 
Sener Jatinga Rameswaram!!, Brahmagir] >and 
Ri julamandagiri 3 situated in the adjacent districts of 
the region clearly indicate that this region was under 
Mauryan rule sometime in 3rd Cent. B.C. After the downfall 
of the Mauryas, along the other parts of Andhra Pradesh, 
this came under the Satavahana sway. The recent exploration 
and excavations at CM a site in the vicinity of 
Lepaksh] in Hindupur taluq has further confirmed the above 
analogy. The site has yielded ancient bricks of 50 x 20 em. 
size. Copper coins with elephant symbol on the obverse 


and early historical pottery all datable to Satavahana 
period has also been reported, The recent excavation 

at pelsvey in the Kalyandurg taluq of the same district 
has yielded a Satavanana copper coin with a legend on 

its obverse stating that it was issued by Gautamiputra 
Satakarpi. The availability of hundreds of lead coins 
mostly of Satavahana kings at Andapur in Cuddapah district 
further confirms that this region was under Satavahanas 
hegemony for a pretty long period, After the Satavahanas, 
it seems that certain parts of Satavahana empire in 
between the Krishna and the Kaver]l rivers had gone under 
the rule of the Pallavas and some into the hands of the 
Chupu kings of Banavasi. Some lead coins with horse 
symbol and inscribed with the name Hariti ( a part of the 
name of Chutus) have been reported from some parts of 
Anantapur and Cuddapah districts1® At the same time 
another dynasty, i.e., the Kadambas, who were originally 
subordinate to the Pallavas, established their supremacy 
over south-western part of Anantapur district. There were 
continuous conflicts between the Pallavas and the Kadambas 
for the control of the area, and ultimately to arrest the 
latter's supremacy, the Pallavas were compelled to bring 
Gangas in to the region. The two copper plate grants 
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issued by the Western Ganga kings found at Sasanakota 


8 
near Hindupur and EE, dated to the kth and 5th 


Cent. A.D., point out their control over the region 


In the latter part of the 6th Cent. AD., the 


Chalukyas of Badam] invaded this part of the country and 
subdued not only the Western Gangas but also Nala chiefs 
who were controlling Nalavadi Vishaya (the present 
Madakasira taluq and some parts of adjacent area), The 
Chalukyan inscriptions found in this region range in 
date from 609 to 744 AD. The other epigraphs found in 
the region also indicate that the Bapas, an important 
feudatory dynasty which rose to power during 5th Cent. A.D. 
with their head-quarters at Parigi a place near Hindupur, 
had a firm control over the adjacent regions They were 
initially vassals of the Kadambas, then of the Western 
Gangas, the Chalukyas of Badami and finally of the 
Pallavas. They fought several battles with the Nolambas 
and the Western Gangas as allies of the Vaigumbas. Their 
inscriptions found in the region range in date from the 


9th to the 12th Cent, A.D, 


By the middle of the 8th Cent? y the Ragtrakatas, 
though not having direct connection, controlled the 
politics of the Tegion, through their powerful allies, 
the Nolambas, who held their sway over Nolambawadg1 32,0001 
Their principal cities Uchhangi, Hinjera (Hemavat1) 
formed parts of their region, Inspite of several conflicts 
with the Bapas, the Vaigumbas, the Cholas, the Western 
Gangas and even with the Rashtrakuta imperial power for 
some time, the Nolambas continued to hold their sway over 
the territory upto the end of 10th cent, AD, Their 


inscriptions have been found at Hinjeru > (Hemavatl) 


Uechang?! Kambaduru”(Kalyandurg taluq) and Madakasira®3 


About A.P.973, the Rastrakuta power had declined 
and the Chalukyas of Kalyani rose to prominence. Accordingly 
all the feudatories of the region shifted their allegiance 
to the Chalukyas. During Taila's regime the Chalukyas 
fought battles with the Cholas for the supremacy over 
Nolambavagi, The Koga]i inscription dated to 992 A.D. 
refers to the victory over Chola king and his rule over 
Rogganagu or Rodgam which is in Penukonda talug and also 
nis supremacy over Nolambavagi., Even after his death in 
997 A.D., his successor waged several battles against 
Cholas who retained their supremacy over the regione 
Several inscriptions of Vikramaditya VI (1076-1126 A.B.) 


were found at Konakond1a™* Uehchangidurga”? Hemavati3, 


Kambaduru?? 


Poliki (Gooty taluq), Sangameswaram (Rayadurg 
taluq) of the region. Towards the end of his rule, 
Vishnuvardhana Bittiga, his Hoyasala subordinate, revolted 
against him and occupied some parts of Nolambavadi, 

Roddam and the area in between Pinakin] and Jayamangala 
rivers which is only 20 km. from Lepaksh]. But the 
subsequent inscriptions of the Chalukyan kings in the 
region, testify that the Hoyasala occupation was temporary 
and the Chalukyas had their control over the region till 
1200 A.D., when Somesvara IV, the last ruler of the 
Chalukyan dynasty, was defeated by his Hoyasala subordinate 
Ballala II and occupied Chalukyan territory. At the same 


time, the Yadavas of Devagiri also waged wars against the 


Hoyasalas and retained some territory in the region upto 
1220 AD. and were successful in their attempt, for shorter 
period to intrude into the Chalukyan territorys Ballala III 
brought the entire area around Penukonda including Hindupur 
and its adjacent lands under Hoyasala domination and 
appointed his governor and posted him at Penukonda, At 

that time, certain areas around Henavati and Tagapatrl 

were under the control of certain 10cal chiefs ealled 


Niqgugal Cholas and Vaigumbas respectively 


At the end of 13th cent., the Muslim rulers of 
Delhi tried to bring the Deccan under their control” 
which resulted in political uncertainity in the region. 
Several powerful ehiefs 3 of the area were unhappy with 
the Muslim domination including Hoyasala Ballale III, and 
started liberation movements The Muslim governor Malik 
Muhammad stationed at Kampile was unable to control the 
political situation in the region, This made the Delhi 
Sultan Muhammad Bin Tughlaq to depute the two brothers, 
Harihara and Bukka, sons of Sangama to Kampile to control 
the situation, After reaching the place, the two brothers, 
instead of restoring the Sultan's power in Deccan, turned 
out to be the founders of one of the greatest Hindu states 
of history, declared their independence and founded a 
new city opposite Anegondi on the south bank of Tungabhadra 
to which they gave the significant names Vijayanagara 
(city of victory) and Vidyanagara (city of 1earning)31 
Harihara declared himself as the first king and his brother 


Bukka as yuvaraja, stationed at Gootye Nitin a ರೋಂಡಕೇ 
of the foundation of Vijayanagara kingdom, they brought 
large extent of adjacent areas under their suzerainty 

By 1346 AD.,, larger part of Hoyasala territory was also 
annexed to Vijayanagara empire. They constructed a fort 
at Penukonda and the place was made their second capital. 
Thus, the region in which Lepakshi is situated became 

part and parcel of Vijayanagara empire. Their inscerip-= 
tions have been found at Kadiri33(1353 AD.), Gorantla 
(Hindupur taluq ~- 1354 AD), Kothasivaram33 of Madakasira 
talugq (1365 AD.) and I taluq - 1367 AD. 


Harihara IT succeeded his father Bukka JI in 
1367 A.P. and ruled upto 1404 AD, He was succeeded by 
his son Virupaksha I. After the short rule of Virupaksha I 
and Bukka IT, his other son Devaraya I came to power in 
1406 A.D, and ruled for 16 years. He waged wars mainly 
against Bahmanis, Velamas of Rachakonda and the Reddis of 
Kondavidu. The inscriptions were found at Gannivaripalle 
(Hindupur alu) 3 Gulapalayan3*(Goety taluq), Pharmavaram 
and. Kadiri3? 


On the death of Devaraya IT his son Ramachandra 
ruled for six months and was succeeded by his brother 
Vijaya I also known as Vijayabnupati, Vijaya Bukka or 
Vira Bukka and ruled for eight years during which he left 


the entire administration in the hands of his able son 
Devaraya II (1422-46 AD). He fought a series of battles 


with the Bahmanis. His epigraphs have been found at 
Vanganuru ( Tadipatri taluq - dated 1423 AD), Lepaksh13 
and Kotipi3” in Hindupur talug. Vijaya I, popularly 
known as Pratapadevaraya, succeeded Devaraya IT and ruled 
for a short time and was succeeded by his nephew 

Mallikar juna (A.D. 1446-65), which marks the beginning of 
Sangama dynasty certian His weak rule encouraged the 
neighbouring kings to occupy certain adjacent areas of 
the kingdom, Thus, the northern part of Anantapur district 
went under Bahmani rule, Uncertainty prevailed upto 

1485 A,D., when Sa]uva Narsimha (A.D. 1485-1490), a 
powerful subordinate, marched against Vijayanagara, 
expelled the weak king Praugha Devaraya and crowned 
himself as King of Vijayanagara AA His rule in 

the region is confirmed by an inscription found at 
BoE yg IS taluq). At the time of his death, 
he kept his two sons under the care of his able general 
Narasa Nayaka (1490-1503 A.D.) of Tuluva family. Of the 
two, the elder, Timmabhupa, was murdered soon after his 
accession and the younger one Immadi Narasimha was placed 
on the throne nominally. He was made actually a prisoner 
in the hands of Nayaka who carried on administration in 
his name, After Narasa Nayaka's death, his son Veera- 
narasimha (1503-1509) succeeded as regent and proclaimed 
himself as the ruler of Vijayanagara in 1505 A.D, by 
killing Immadi Narasimha in the fort of Penukonda, where 


he was imprisoned by his father, The accession of Veera 
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Narasimha as the ruler heralded the advent of Tujuva 
or the third dynasty of fT AS This caused a 
terrible turmoil among the nobles and palegars and 
some of them revolted against Veera Narasimha. The 
Bi jJapur Nawab Yusuf Adi] Khan and Ummattur chiefs of 
Penukonda region, who later called themselves as 


* 
Penukonda Chakreswaras, also revolted, 


Narasimha died in AD. 1509 and was succeeded by 
nis half brother Krishpadevaraya (AD. 1509-29), the 
greatest of Vijayanagara rulers, According to Paes 
"he was gallant and perfect in al1 things". He defeated 
most of the revolting chiefs and brought within two 
years the entire and in the south under Vijayanagara 
I In the year 1524 AD., he made his son 
Tirumalaraya as the King but unfortunately his premature 
death compelled Krishpadevaraya to take the administration 
in his hands once again, His rule in the vicinity is 
attested by several inscriptions of his period found at 
many places like ME Bukkopa RE SheieS aS 


of Madakasira, Penukonda and Hindupur taluqs, 


Krishpadevaraya was succeeded in AD. 1530 by his 
half brother Achyutadevaraya (A.D. 1530-42). In the 
initial stage, he faced several difficulties caused by 
A1iya Ramaraja, son-in-1aw of Krishpadevaraya, who 
proclaimed another infant son of Krishpadevaraya as the 


king. He also made the chief of Gooty to revolt against 


Achyuta's rule. At last he got Achyuta arrested and kept 
him in jail, but ultimately, Ibrahim Adi] Khan of Bijapur 
made some compromise between them and allowed the king 

to rule upto 1542 AD, Achyuta's rule in the region 1s 
evidenced by a large number of inscriptions (50 directly 
referring him). Majority of them (29) have been found 

in Hindupur taluq alone, in which LepakshI is also situated, 
Major portion of the inscriptions (17 nos.) found at 
Lepaksh1i refer to Achyuta's rule in the regione During 
his tenure, the small temple was developed into one of 

the foremost temple complexes of Vijayanagara architecture, 
According to the inscription, two of his personal staff, 
Virupappa and Virappa, sons of Lepaksh] Nandi Lakkusett1 
and kgs were mainly responsible for developing the 


temple to the present status, 


After the death of Achyutadevaraya in the year 
1542 AD, troubles started again for succession to the 
Vijayanagara throne. Salakaraju China Tirumala, brother 
of queen-mother Varadadev] declared Venkata I, a minor of 
Achyutaraya as the successor under his regency. The queen 
mother suspected his motives and started negotiations with 
Bijapur Sultan for assistance, As a counter move, Ramaraja, 
son-in=1aw of Krishpadevaraya, liberated Sadasiva from his 
confinement at Gooty fort and declared him as emperors 
The Bijapur Sultan intervened, Tirumala assassinated 


Venkata I and all the members of the royal family2? Ramaraja, 


Lz 


in his attempt to seize the throne for 8೩6ನ 5172, captured 
Penukonda fort, killed Tirumala, crowned Sad2S iva as the 
king and made himself as regent for the time being. In 
due course, he started assuming the royal titles and kept 
SadaSiva under elose guard. He appointed his kith and 
kin in all key posts, interfered in the internal polities 
of Deccan Sultanates which resulted in the formation of 

a confederacy. Ultimately in the battle of Rakshas- 
Tangagi (Tajikota) in A.D. 1565] Rimardja lost his life. 
The death of Ramaraja and the defeat of Vijayanagara army 
in the battle-field, shook the Vijayanagara kingdom to 
its foundations, The armies of Sultan brought great 
disaster to the empires Ramaraja's brother Tirumala 

and the emperor SadaSiva were kept under captivity) >and 
could flo nothing to revitalise the empire. Crime and 
lawlessness increased, Added to this, there were family 
feuds between Ramaraja's son Peda Tirumala and his uncle 
Tirumala, The latter ultimately sueceeded in seizing the 
throne for himself, Meanwhile, the relatives of the king 
invited the Sultans of Bijapur and Golkonda to interfere 
in their family feudss However, Tirumala succeeded in 
rejuvenating the empire and was formally crowned in the 
year A.D. 1570 as the Vijayanagara emperor and thus became 
the founder of the kth dynasty, 1.e., the Kravidu Dynasty? 
He divided the empire into three provinces and placed his 
three sons incharge of each of them, Consequently, his 


son Sriranga became the ruler of Telugu area with Penukonda 


as his ers In AD. 1572, he succeeded his 
father and ruled upto AD. 1585, During his regime, two 
attacks were launched on Penukonda, first by the Sultan 
of Bijapur in AD, 1576, which compelled the king to 
retreat to Chandragiri with all his treasures and the 
second by Ibrahim Qutb Shah of Golkonda in A D.1579 which 
caused great commotion and less of territory. He was 
succeeded by his brother Venkata II (A.D, 1586-161), 

who resolved to recover lost territories from the Golkonda 
Sultan for which he fought several battles and ultimately 
could secure the forts of Gooty and Gandikota areas and 
chased the Muslim invaders beyond Krishna river, which 
they recognised as the boundary between the two kingdoms. 
His inscriptions have been found at Gorantla5 and Pparig17® 
in Hindupur talugqg. 


With the death of Venkata II in A.D. 1514, the 
empire lost an able ruler, He was succeeded by a weak 
and incompetent son Sr1ranga Il. His weak administration 
resulted in family feuds and civil verg which gave good 
opportunity to his enemies to rise against him which led 
finally to his imprisonment and murder of his entire familys 
His son Ramadevaraya (A.D. 1614-30) could, however, escaped 
from the prisons With the help of Yachama Nayaka, he 
slowly established his supremacy over the major portion of 
the kingdom” The disastrous civil war attracted the 
attention of the neighbouring Sultans In AD1620, the 


Bijapur Sultan successfully occupied Kurnool region 


In A.D. 1630, with the death of Ramadevaraya, the 
kingdom onee again plunged into anarchy and civil wars 
In the war of succession between his cousin Pedavenkata 
or Venkata-IIT (A.D. 1630-42) and nis uncle Timmaraya, 
the former came out victorious. But soon after, his 
kingdom was invaded by Bijapur and Golkonda force and he 
was compelled to retire in exile in the forests of 
Chittoor district, where he died in AD. 1644175 His rule 
is represented by few inscriptions found at Buchepalle, 


Vanavolu)’ and Bayanegutepai1e® in Hindupur talug, 
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Medimakulapalle of Gooty taluq and also at Penukonda, 


Venkaja-III was succeeded by his nephew SrIranga-ITI 
in AD.1642, During his reign, the two Sultans of Golkonda 
and Bijapur inflicted several invasions and occupied 
several forts of the Vijayanagara empire and compelled 
the ruler to take shelter at the court of the Nayakas of 
Tanjore from where he retreated to Mysore. The two 
Sultans fought several battles to occupy various regions 
of the kingdom and ultimately in the year 1652 a treaty 
was concluded, according to which some minor adjustments 
were made in connection with their occupied territories, 

In the year 1652, the Penukonda fort was occupied by 

Bi japur Sultan and was named as Takht-i-Mubarak. In 

A.D. 1656, the Sultan appointed Abdul Hussan as its 

governor who built a mosque therein in AD. 1668, Penukonda 
and few other adjacent portion remained under Adil Shahi 


rule for sine From the records {it is evident that 
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SrIranga returned to Penukonda in AD, 1656, but no 
precise information is avajlable regarding the last days 
of his rule. A few inscriptions of his rule have been 
found at pendktenda #3 Ratnagiri **(Hedakasi7d taluq), 
es taluq) and Gangavsizan (Kal 
durg taluq) ranging in date from A.D, 1645 to 1656. 


During the reign of Abdul Hassan Tanashah, the 
last ruler of Qutb Shahi kings of Golkonda, the area 
around Hindupur, Tadapatri and Gooty was in their 
A, This is corroborated by a few epigraphs found 
at A taluq) and Nagasamedren (Geet 
taluq). Of these, the copper plate grant? dated $.,1602 
(A.D. 1680) not only mentions his ministers Akkappa and 
Madanna but also records that a certain Lingoji Pandita 
was in-charge of Penugonde as a subordinate of Akkapna 
panqita. Two other subordinates of Golkonda Sultan, 
Podile Lingappa and Garidimetta Gammanpna looked after the 
administration of a group of villages with Tadapatri as 
their headquarters. InA.D. 1687, Aurangazeb invaded 
Golkonda, defeated Tanashah and annexed the entire Qutb 


Shahi kingdom to Mughal empire. 


During the period of confusion and turmoil after 
the defeat of the Vijayanagara forces at Rakshasa-Tangadi 
in A D.1565, until the advent of Mughals in the Deccan 
politics in the year 1687, certain powerful rulers like 
Hande chiefs, Kundarpi chiefs, Harati chiefs, played 
important role in the history of Vijayanagara rule in the 
regions They often changed their alliance according to 
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their #xnconvenience and received benefits’ from many 
invading forces. During the weak rule of later Vijayanagara 
kings they built petty kingdoms for themselves, controlled 
certain areas in the region and at times declared 
independence and styled themselves as Maharajas, Maha- 


mandalSwaras and. Mahandyakichiryas? ! 


After the conquest of Golkonda and Bijapur by 
Aurangazeb, the large extent of area in the south 
automatically passed into the hands of the Mughals. 

During the Mughal supremacy, the Maratha chiefs also 
entered in the politics of this region and gave maximum 
trouble to Mughals. The Maratha chief Rajarama rebelled 
against the Mughals in 1689 AP. In the last days of 

the Mughals, Nizam-U}=Mulk, Asafjah-T entered Deccan 
politics in AD. 1724 by killing Mubariz Khan, the 

Subedar of Deccan and consolidated his supremacy which 

was acknowledged by Mughal emperor who conferred on him 
the title Asaf Jah and made Hyderabad as his seat of 
administration?” He waged wars against Marathas and kept 
them under controle He made Murar Rao, a Maratha chief 
incharge of Gooty region. Murar Rao made Gooty as his 
permanent residence, improved the fortifications, waged 
wars against his opponents like Peshwa Madhava Rao, 

Hyder Ali and brought the areas around Penukonda, Hindupur 
and Madakasira under his control for a pretty long tine?3 
In AD. 1775, Hyder Ali re-conquered the above areas and 


appointed the chief of Chitaldurg as incharges 


In the year A.D. 1782, Hyder Ali died and Tipu 
Sultan seeds He waged several wars against the 
Nizam, the Marathas and the British for the supremacy 
of the regions In the year 1797, the combined forces 
of the British and the Nizam defeated and killed Tipu 
Sultan at SrIradgapatnam and partitioned nis territory’ 
among themselves, according to which the region in 
which Lepaksh] is situated went to Nizam's rule who 
appointed Lt. Colonel Bowser as his representative to 


rule the territory with his headquarters at Gooty. 


In the year 1800 A.D., the British and the Nizam 
formed a defensive alliance against the Marathas. 
According to this the British agreed to keep certain 
force with Nizam and in return, the Nizam ceded certain 
territory acquired by him during his conquests of 1792 
and 179979 called afterwards fceded districts! (Kurnool, 


Cuddapah and Anantapur), over which the British appointed 


Munro as Principal Collector with four Sub-Collectors 
and certain foree for his assistance, He succeeded in 
bringing the troublesome palegars under control and 
gave good administration to the region. He constructed 
tanks and gave donations to some temples of the regione 
After the British rule, along with other parts of the 
country, this region also has come under the Indian 


Government. 
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Vijayanagara Art 


The Vijayanagara art, essentially indigenous in 
character, started developing initially from contemporary 
Hoyasala and Kakatiya norms and by the middle of the 15th 
centey it became a style by itself. The Vijayanagara art, 
like their architecture palpitates with a thrilling 
vitality, a freshness of expression and freedom from the 
bonds of convention. It is usually in granite which is 
hard to work upon, Inspite of its hard quality and 
having rough surface etc,, the Vijayanagara artists have 
proved to be quite competent in carving masterpieces, 
They could carve gigantic sculptures, monolithic in 
nature, like the great Bull at Lepaksh], seated Veera 
Narasimha seulpture at Hampi and many such sculptures, 
The Vijayanagara kings patronised both Saivism and 
Vaishpavism with equal importance. They built huge 
temple complexes beth for Saivite and Vaishnavite god 
and goddesses. During the Vijayanagara period, the 
temple size developed both horizontally and vertically 
Huge pillared mapdapas and prakaras with gigantic gopuras 
were added, It became the primary duty of the Vijayanagara 
sculptor to f111 up the vast space available on the 
various components with the figures that appear in the 
puranic stories and the themes of the Ramayana and the 
Mahabharata. He also depicted the contemporary society 
on the temple components. At places, where he could not 


carve any sculpture, he had beautiful paintings, in which, 
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the same themes and style as that of sculptures are 
adopted, He has also left behind in art, lot of 
contemporary flora and fauna, various musical instru-= 
ments and war weapons by way of depicting them on the 
temple parts of Vijayanagara period, Varieties of 
garments and ornaments worn by both the rich and the 
poor, male and female, are faithfully depicted in the 

Vi jayanagara art. It is not an exaggeration to say that 
no other single dynasty that ruled in India has depicted 
so faithfully, the contemporary society in sculpture 

and painting in full as that by Vijayanagara, 


The information revealed by inscriptions as well 
as the writings of foreign visitors that witnessed the 
Vijayanagara rule shows that skilled craftsmen were 
broadly divided into five principal craftsmen (811p2) 
communities, They were organised into various guilds, 
Among these, five artisan communities, the pancala 
karmakaras (carpenters) and the engravers, were connected 
in one way or the other with the development of Vijayanagara 
art. These are not only builders of temples, sculptors 
of their carvings but also poets who could compose verses 


with ease for epleraphs?® 


These transmitted their art 
from father to son. In one family there were varieties 

of craftsmen. There were men with proficiency in several 
branches of art. There were both royal craftsmen and also 


non-royale These were paid in various ways, both in cash 


and kind, The inscriptions reveal that they were granted 


lands, houses, cattles, exempted from paying taxes, 
allowed to use palanquine and other benefits. During 
Vijayanagara period the Panchalas or five craftsmen 
flourished well in the society. Some of them call 
themselves in inscriptions as Mahamangalsvaras?? With 
the above mentioned facilities and honours, the Vijaya- 
nagara artist could produce masterpieces of art. 
Fortunately, some such specimens are preserved even 
today and one of such places is Lepaksh] temple, where 
Vijayanagara eraftsmen exhibited their master-hand in 
the form of architectural edifices adorned with hundreds 
of beautiful sculptures, and a series of frescos of 


world repute, 


The study _of material culture 

In South India, the temple has served multifarious 
functions in relation to the society. It is not only a 
place of worship but a centre of learning. In fulfilling 
the latter aspect, the art elaborately carved on the 
temple components has served a major role in depicting 
various Puranic scenes and stories, In these, the artists 
tried to incorporate lot of material culture of contemporary 
world, Various customs and traditions of the people, who 
were around the artists, found a place in their works. 
In executing the sculptures and paintings, the artists 
were quite eonscious of their limitations, but at the same 
time, they were very liberal in introducing, as much as 


they could, the material culture of the contemporary world 


At 


of which he was a part and parcel, That is why the art 

is correctly interpreted as the faithful expression of 

the particular social taste, ideas and character, It 
preserves for the pseterity the reflections of the spirit 
and the manners of the people who created it, To study 
the political background and the cultural history of the 
particular region of our study, an individual] group of 
temples like Lepaksh] is selected where a lot of sculptural 
as well as artistic wealth is preserved, An intensive 

and detailed study of this kind of information will help 
us not only to understand the contemporary history and 
culture of the people who created them but also enable us 
to bring out the characteristics of the outstanding temple 
groups of a particular period, It will also help ina 


comparative study of various individual temple groups 


In the following pages an endeavour is made to 
describe the architecture and eulture of the people of 
Vijayanazara period that is available in the Lepaksh3 
temple. While doing so, an attempt is also made to 
locate the contemporary parallels available at various 


other sites of the same period, 
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CHAPTER-TT 


HISTORY OF THE LEPAKSHT TEMPLE 


Origins of age 01d institutions are usually 
shrouded in mystery. This particular feature is more 
remarkable in respect of certain ancient temples of 
South Indiap so also is the case with Lepakshi temple. 
The direct evidence in the form of inscriptions of its 
beginning is practically nil, while traditional accounts 
available are but illusory in character, Even the 
inscriptions do not specify either the exact date or the 
manner of the origin of the temple as a whole, But they 
are of immense value in decidine the hey-day of the 
temple. 


From the early times, several legends have gathered 
around the fame of Lepakshi. Naturally with the growth 


of the temple, the legends also increased, 


According to Sthalamahatmyam, the sage Agastya, 
during his visit to various sacred places south of the 
Vindhyas, visited the place and is said to have stayed 
in a cave on the KirmaSaila hil] and built a small temple 
and dedicated the same to PipanaSesveral A natural 
rock shelter formed of a huge granite-boulder available 
at the site is said to have been the place where sage 
Agastya stayed and is being revered by the people even 
today. The temple of Pipanasesvara is actually built 
abutting to the said boulder itself on its western face. 


[a 
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This incipient place in later days became one of the 
# 
reputed Saiva-kshetras in South India, 


A reference to Papanisesvara-kshetra is made in 
the Skandapurapa (Lepakshya papaniSanap) as one of the 
hundred and eight Saiva-kshetras located in South hi 
If we consider the Puranie evidence as authentic, 1t 
will be an early reference of the shrine, dedicated to 


pe «ಕಳಿ 
God Siva known as Papandsesvara (redeemer of sins). 


According to a popular 1egend, Virupanpa, son of 
Lepakshi Nandi Lakkuset}i and Muddamba, held a high 
post of the regional governor stationed at Penugonda 
during the reign of Achyutaraya Maharaya, He was more 
religious minded and is credited to have constructed the 
entire temple complex spending the entire treasure. 
After hearing the news, the king got angry at him and 
ordered that Virupappa should be blinded as punishment 
for the above crime. He, being a loyal servant, carried 
out this order on the spot. It is also stated that the 
sudden blindness of Virupapnpa left the building of 


Kalyanamapdapa incomplete. 


As stated elsewhere, even the direct evidences 
like the epigraphs are silent about the early history 
of the temple. Among the available records at the site, 
er engraved on the natural granite rock adjacent to 


Rangamapdgapa on its west is the earliest, so far knowns 


ಎಬಿ 


It is a donatory grant issued in Saka 1415, corresponding 
to 1493 AD, falling in the reign of a Vijayanagara 

king $8]uva Immadi Narasimha (A.D. 1490-1506). It records 
the perpetual grant for the services to god papaniSeSvara 
Devara, It does not mention other shrines, but throws 

a welcome light on the existence of Pipandsesvara shrine 

in AD. 1493, It also suggests an early beginning of 

the said strueture, say at least a hundred years prior 

to Virupanna, which, in turn, also supports the Skandapurarp 


evidence, 


The other inscriptions available at the monument 
are nearly twenty in number, mostly engraved on the 
prakara walls and a1] of them belong to the reign of 
Achyutaraya Maharaya (A.D. 1530-1542) of Vijayanagara and 
are grouped together year wise to glean the history of 
the temple during the period In the order of chronology, 
the earliest of the group is dated to 1531 A.D, They are 
two in number, engraved on the natural rocky floor, 
adjacent to the second prakara-wall on its east, of which 
the one dated to the cyclic year Khara Srdvapa Bahujya 
dvadas7 corresponds to AD. 1531, August, 9 Tuesday? 
It records the royal order to the Gaugas of Chaluvindla 
village, stating that the king Achyutaraya Maharaya made 
a gift of the same village surnamed Kumara Venkatadrlyapur a 
to the god PapaviniSana and the village Gapapatiha]]i to 


Virupanna or Virapanna® of Penugonda and the ownership of 
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both the villages rests with the latter, The second 
record’ dated Saka 145 3, Khara Sravana Bahula agtam], 
corresponds to A.D. 1531, August 5, Sunday, in the 
reign of Achyutaraya. In the beginning, it furnishes 
the geneology of the Vijayanagara kings in Sanskrit 
verses, and then records in Kannada that, at the 
request of Virupanpa, the king made a gift of the 
village Chalavindla®, surnamed Achyutendrapura, for 
the services of gods Veerabhadra, Raghunatha and 
Pipavinisa of Lepikshi. This gift he issued in the 
presence of the god Virupaksha, on the banks of 


Tungabhadra at Hampi. 


The above records inform that the main temple of 
the complex was in existence prior to 1531 AD, Neither 
the ruling king Achyutaraya Maharaya nor his 10cal 
feudatory Virupannpa, were responsible for the construction 
of the above temples. The mention of three main shrines 
suggests the fully developed stage of the temple complex, 
which might have taken much longer period, say at least 
more than hundred years before 1531 A.D, 


The next group of records consists of three, all 
dated to 1533 A.D. (also of Achyutaraya's period) of 
which ೬೪0” are engraved on the eastern wall of second 
prakara, while the third is a eopper plate grand? which 
is a copy of the inscription number 57 of 1912, They 


are in both Sanskrit and Kannada and begin in Sanskrit 


and end in Kannada, The former (573 of 1912) isa 
preface to the one on the eastern wall which records 
gifts made to the shrines of Veerabhadra, pipaniseSvara 
and Rama. It is also stated that these records were 
engraved by Basavanna Somayajin and Timmappa under the 


orders of Virupappa. 


Tne second registers a grant of three villages 
named Hamparaha]]i or Hambanaha]]1, Kancharlahaj]i or 
Kamsareha]]1 and Timmagondanaha]]i or Timmanunaha]]i to 
the shrine of Veerabhadra, The villages were all surnamed 
as Venkatadrisamudra after prince Kumara Venkayadri, son 


of Achyutaraya, 


Since these were recorded on the second prakara 
wall, it is quite evident that all the three temples that 
are referred to in the inscriptions and the other important 
buildings built inside the enclosure wall such as Ranga- 
mapdapa, Kelyanamapdapa and Pakasala including prakara 


walls, were in existence prior to 1533 A.D, 


There is yet another record! engraved on the 
eastern wall of second prakara, dated to Saka 1456, 
corresponding to 153% A.D. in Sanskrit and Kannada, 
recording a gift of tolls collected by the merchants at 
the market held every Sunday in the Hamlet of viresvara- 
devarapura, belonging to Lepakshl, of tolls raised in 


Harungu!” and Hosura-nagu and of other income, for 


oblations to be offered in the three shrines, 1.6, 
Veerabhadra, Pipavindsesvara and Raghunatha. This 
grant was made at the instance of Viraypa-Nayaka, 


younger brother of Virupappaya or Virupapna. 


Another inscription!) dated in the same year as 
above, engraved on the eastern wall of the same prakara, 
records that the king Achyutaraya Maharaya also made a 
gift of a village (name is damaged) for the services of 
the god Veerabhadra, who bestowed boons upon Virupappa 
settled on Karmasaila, which was considered as Dakshipa- 
kailasa ( Sakgadakgipna kailasa TE 


prasanna Sr] Virabhadra namostute ). 


From the above it may be inferred that both the 
king and his subordinate officer Virupappa, were having 
cordial relations and were very much interested in 
bringing up the temple into prominence and also that the 
legendery story stating that the king ordered Virupappa 


to be blinded, is a concocted one. 


In the year 1537 A.D., some more gifts were made 
py the Vijayanagara king Achyutaraya Maharaya and his 
feudatory Virupanpa for the services to be rendered to 
811 the three gods stationed at Lepakshi, A11 these 
records are engraved on the eastern wall of second prakara, 
of which the first record! registers a sale of land to 


the three shrines at Lepaksh] by the mahajanas of the 


Sarvamanya agrahara village Kanchasamudra alias 
Pratapadevarayapura. It is also stated in the record 
that the Lepakshi was a village in Sadalivente in 


Roda-nadu of Penugonda rajya. 


The second record19 whieh is in a much damaged 
condition, refers toa gift of two villages to the 
temple of Viresvara, made by the kine Achyutaraya Maharaya 
in the presence of the god Vitpalesvara on the banks of 


the Tungabhadra river at Hampi. 


The third record!? dated Sake 1459 corresponding 
to AD. 1537, in the reign of Achyutadeva Maharaya, 
engraved on the same wall, informs that one Achyutaraya 
Mallapapna purchased a manya-village Nandicherla from 
Timmapa, son of Bapqgarada Apparasa and presented it for 
services to the god viresa. It is also stated that this 
village, surnamed Virupaksharayapura, has been granted 
as a nisye to Timappa's grand father Viramarasa by 
Viripikshadeva Mahirdya in Saka 1389 ( 1467 A.D.) and the 
price of the above sale was fixed by the Madhyasthas 


(mediators). 


From the above record it is evident that the 
Veerabhadra temple was patronised not only by the ruling 
class but by other rich people, like Mallapappa, and the 
19 
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g0d was also known as Viresa or Viresvara, 


There is another endowment engraved on the same 


CW 
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eastern wall of the second prakara issued in the year 
1537 AD. September 23, and 1t records that Penugonda 
Virupappa purchased from certain Brahmanas some vpittis? 
in the village of Kalanuru, surnamed Tryambaka Narayapapura 
and presented them to the service of the god vireavara of 


L epaks nl * 


The other record issued by Virupappaya during the 
reign of Achyutaraya Maharaya, dated Saka 1459 corresponding 
to AP, 1537, engraved on a boulder to the west of the 
village Choutakuntapalle of Hindupur taluq, states that 
a copper plate grant was issued recording the gift of a 
village Kachakarahaj]1 for the services of the three gods 


Pipavinisa, VIreSa and Rahganatha at Lepikshl. 


The above record informs that by 1537 A.D, al1 the 
three shrines were in prosperous condition and the three 
main gods were otherwise known as PipavindsSa, Viresa and 


Ranganatha instead of the present namese 


The fifth record?3 which is a damaged one and of the 
same date as above, engraved on the same wall, was issued 
during the reign of Achyutadevaraya Maharaya, by the 
na ead of the Nacaragere alias Krishparaye Sanudra= 
agrahira in Rodagnadgu sub-division of Penugonda rajya. 

It records a grant consisting of a Talaparigi channel below 
the tank of Nagaragere and of a tank called Gulisetikunta 


ನಾ “4 
in Agabaraha]]i village, to the shrines of Papavinasadeva, 
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Raghinathadeva and Veresvaradeva. 


Almost al1 the above records suggest that in between 
1531 and 1537, the above three shrines were in a flourishing 
state and the structural extent of the kshetra was limited 
upto second prakara, on which most of the above referred 
endowments were engraved. From the next year, i.e, 1538 
onwards, the place of activity was shifted to the outer 
prakara-wall and no early inscription prior to 1537 1s 
engraved on it. It clearly indicates that the outer prakara 
along with pillared cloister and other auxillary buildings 
attached to it came into existence either in 1538 or 
afterwards, but not after Achyutaraya's period, since 
their style of architecture and art go well in date with 
the other dated architectural edifices like Pattabhirama 


and Achyutaraya temples at Hampi. 


The next group of inscriptions, even though issued 
during Achyutaraya's reign on the basis of their find-svot 
and date are grouped together, They are three in number, 
engraved on the inner face of outer prakara*wall. They 
are issued at various occasions in Saka 1460 corresponding 
to AD. 1538, of which the first one dated to Saka 1460, 
Vijambi, Sravana Bahuja dasam] Somavara equivalent to 
A.D. 1538, Aucust 19th, Monday, records that Penugonda 
Virapannayya made a gift of the village Chikkanandicheruvu; 
surnamed Devar&yapura, which he purchased from certain 
Brahmanas (named) for the service of god Veerabhadra of 


Lepakshi. 
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Another record the same year, engraved on the 


same wall, records that some Penugonda Virapappayya 
purchased from certain Brahmanas (Named) half of the 
village Sadasivapura surnamed Devarayapura, for 108 
varZhas?”’and a made a gift of it for the service of the 


god Veerabhadra of Lepakshl. 


The last record of the group, dated to Saka 1460 
Vijambi mireaSira bahuja tadiya somavaram, corresponding 
to AD, 1538, December, 8th Sunday, records that Penugonda 
Virapappayya along with his brother Virapa, purchased some 
vritti lands from certain Brahmanas and made a gift of 


them for the services of god VIiresvara of Lepaksh]. 


In addition to the above stone inscription, there are 
two copper plate grants found at Lepakshi, referring to 
Veerabhadra temple at Lepaksh]. They are also issued 
during Achyutaraya's period, by the same Virupappa, among 
which the first one””1s dated to Saka 1461 Vixdri 
Bhadrapada Sudha Amdvasy, corresponding to AD. 1539, 
September 12th, Friday. It registers the gift of a village 
Kotturu alias Praughadevarayapuram, purchased from several 
Brahmanas by Virapanna Mahipat1 of Penugonda and gifted 


them to god Veerabhadra for offerings and worship. 


The other copper plate grant? dated Saka 1463, 
plava, Chaitra Suddha Navan], equivalent to AD.154, 
April 9th, Tuesday, registers a gift of the village 
Siriva along with its hamlets Manchanaha]]i and 


Mayinayakahay}1 in the Roddanagu of Penugonda-rajya for 
the expenses of the annual cart festival of god Veerabhadra 
at Lepakshi by the king at the request of the local 
feudatory Virapappa Mahipati. This record is interesting 
in many aspects, It gives a complete version of the 
king's historical introduction, his various mah8danas 
like Muktatulabhara, Swarpameru and Anandanidhi. 
Incidentally, it also gives the iconographic description 
of god Veerabhadra, who was provided with a cart and for 
the perpetual continuation of the cart festival, this 
dana was made by the king.e But presently no cart 1s 


available at the place, 


From the above records it ean be inferred that the 
village LepakshI was in existence earlier than Virupanppa 
whose father was called LepakshI Lakkusetti in the 
records. The name Lepakshi 1s variously spelt as Lepakh], 
Lepaksha, Lepakshapura and also Viresvarapura, which is 
situated in Sadalevente in Rodanagu division of Penugonda 
rajya, which was under the control of a feudatory governor 
Virapappa, son of Lakkuset}i and Muddamba, during the 
reign of Achyutaraya Maharaya of Vijayanagara. He was 
having an younger brother Virana, who was associated with 


him in his varjlous munificent activities. 


The hill on which the temples were situated is 
known in the records as Kirmasaila, as it apparently 


resembles the back of a tortoise, Because of the flourishi3g 
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Saivakshetra, it was also considered as Dakshina 


Kailasa in the records, 


Almost a]11 the records are silent about the temple's 
early beginning. The earliest record dated to 1493 A.D. 
refers for the first time to the existence of one temple 
oly, 1.e., the PipanaSeSvara but is silent about other 
temples. The other inscriptions, nearly twenty in number, 
can be divided into two groups. In the first group are 
those issued from 1531] to 1537 A.D, which refer to all 
the three shrines, ie. PipanaseSvara, Veerabhadra and 
Raghunatha. Large scale endowments were made by the 
ruling king Achyutaraya and his subordinates, especially 
Virupanna and his younger brother Viraya, They all suggest 
the overwhelming patronage the temples gained and the 
flourishing state they attained, The second group of 
inscriptions pertaining to a period between 1538 and 
1542 AD. contain several grants by the king and his 
feudatory Virupappa to Veerabhadra temple only, and do 
not mention anything about other shrines, It clearly 
shows that during the later half of 16th cent,, 
Veerabhadra shrine became more prominent and large seale 
developmental activity of the temple, including the 
elaborate decoration by way of painting, mieht have 
taken. place and the other two temples became part of the 
above, The result was that the entire complex was 
named after Veerabhadra and the same status continues 


even today. 
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Though not clearly mentioned in the above records, 


the two brothers, Virapappa and Virana,took great interest 
in developing this edifice into one of the outstanding 
examples of Vijayanagara art and architecture by way of 
granting large scale munificent gifts with selfless 
devotion. They made the ruling king Achyutaraya to 

extend full cooperation by way of granting similar danas 
for the benefit of the temple. Their representations, 
both in the sculpture and paintings in the temple, 

further attest to their active association with the temple, 


The temple does not contain any record that pertains 
to post-Achyutaraya period, except a brick arch with 
pointed #nd built on an opening near Kalyanamandapa 
showing some Muslim influence in its architecture, This 
may suggest that during the period, no significant 
developmental activity was initiated, It may be due to 
the political unrest that prevailed in the empire after 
Achyutaraya's demise, which further deteriorated after 
1565 AD. 1.0., the beginning of the actual down fall 
of Vijayanagara empire, This degeneration can clearly 
be seen in the later additions like minor pillared 
mangapas such as Yagasala, PahchiAgamapdapa ete», which 


are of poor architectural merit, 


2. 
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LAY-OUT OF THE TEMPLE COMPLEX 


The main intention of this chapter is to describe 
the entire lay-cut of the temple complex and the 
disposition of various structures that have come up 
from time to time at the site, The ground plans of 
various structures together with their individual measure- 


ments are i1lustrated in the general plan enclosed (Fig TI) 


Like a majority of the extensive temples of South 
India, the temple at Lepakshi also had its gradual 
development and prolonged history, primarily during the 
Vijayanagara period, Several structures and components 
of different units were added on many occasions, but no 
specific records were left indicating their actual date 
of construction. The next alternate source on the basis 
of which one can arrive at an approximate date of a monument 
is its architectural detail such adhnishthanas, pillars, 
niches, chaitya-window motifs, ete, The same is adopted 
in this ease also. While doing so, the epigraphical 
records which are available on different components are 


also taken into considerations 


As in the case of many South Indian temples of 
larger dimensions, at Lepaksh] several individual 
structures meant for various religious functions are 


grouped together and named after a main shrine dedicated 
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to Veerabhadra? It 1s the nucleus (FigeII, No.1) 
around which several other temples and structures have 
cropped up from time to time, The entire group, along 
with its series of enclosure walls, 1s situated on a 
low granite i121 resembling in its general shape to 
that of a tortoise, rightly named as Kirmaseila) in 
ancient days, This hil] is situated on the southern 
extremity of the present ಗ The structures that 
have come up are built at three different levels or 
contours of the hil] and each group is encircled by an 
enclosure wall, There are three enclosure walls at 
present, i.e., the inner, the middle one and the outer 
prakara, It is said that originally there were seven 
such walls as at the Vi jayanagara capita] at Hampi), 


since the number is considered as sacred, 


On the basis of architectural details and also 
on available records, the struetural activity at the 
site can also be broadly divided into three phases, 
confined mainly to the three enclosure walls referred 
to above. 0f course, there are additions and alterations 
to a minor extent that were carried out subsequently 
in each prakara, but main components or units of each 
prakara generally fall within the broad division of a 


particular phases 


First or inner prakara wall (Fig.II No.11A) 


The inner prakara roughly square on plan, covers an 
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area of 432 sq. mts. and is built of huge dressed granite 
slabs, It is enclosing a]] important and early structures 
that have come up at the highest point of the hill. It 1s 
having its openinz or entranee towards north. It seems 
that initially there were two shrines «+ Veerabhadra and 
Papeswara, sharing the common platform and a pillared 
mapgdapa around, Subsequently, a third structure dedicated 
to Raghunatha was added on the west, attaching to the same 
platform, and then the structures that were in existence 
were enclosed, The enclosure wall is not only encircling 
the shrines but also covering a part of pillared mapgapa, 
While building so, a huge granite boulder on the east has 
been utilised as a part of the enclosure wall. Though 
some portion of pillared mapqapa is left unenclosed a]1 
around, probably to serve as an outer perambulatory 
passage, the huge granite boulder in the east and the 
Raghunatha shrine on the west are defeating the purposes 
On the other hand, the open courtyard is serving as a 
resting place for silent? During subsequent periods, 
several minor shrines and structures have been added 
inside, which are of very late origin. The structure 

that is enclosed consist of Veerabhadra shrine (Fig.l, 
No.1). It is situated on the extreme south end of the 
enclosure. It isa rectangular cell divided into a 
square shrine or garbhagyiha and an antarala or an 
ardhamapdapa by way of a partition walle It is facing 


north and enshrines the main deity Veerabhadra, an 


incarnation of Siva in his x raudra forme Inside the 
garbhagyiha, in the lateral corners, there are bevelled 
corbels, having tenon-like projections inferring an 
early date to the shrine, While enclosing the structure, 
a narrow passage is left around the shrine, probably 
intended for perambulation (pradakshina) thus making 

the shrine a Sandhara-prasada, There are no inscriptions 
nor devakoshtas on its walls, except moulded adhishfhana 


of a simple designe 


PipanfSedvara shrine (Fig, II, No.8) 


It is another one of the early shrines of the 
complex situated on the eastern extremity of the enclosure 
having its opening towards west, It is also rectangular 
on plan, divided into a square cel], where a Sivalinga is 
placed and preceded by an ardha mapgapa with a partion 
wall in between A huge granite boulder of gigantic size 
is serving as the hind wall of the shrine, on which a 
beautiful sculpture of Bikshatanamrti is carved). Though 
some space is left a]1 around due to the existence of a 
huge boulder on the east, to which the shrine is abutting 
the Sandhara aspect of the shrine is defeated. This shrine 
is sharing the same platform and the pillared maha_mapdapa 
along with other two shrines. There are no inscriptions 
nor any Devakoshtas on its walls. But the details of its 
moulded adhishthana tallies in toto with the Veerabhadra 


shrine and may suggest same date. 


Raghunatha Shrine (Fig.II, No.5) 

It 1s situated in the western extremity of the 
enclosure walle Though it is sharing the pillared 
maha—mangapa along with other two shrines, it differ 
in many respects from them. Its plan consists of a 
square garbhagriha, followed by another cell of same 
dimensions preceded by an ardha mangapa and a pillared 


mukha mapdapa which is a part of common maha mapdapa. 


The floor level of the first three units is at a muoh 
lower level than that of maha manpdapa to which these 
were attached at a J]ater date but before enclosing the 
complex. Its mukha mangapa is provided with an enclosure 
wall having two openings, one into the common pillared 
mandapa in its front on the east and another towards 
north leading into the open corridor where some beautiful 
sculptures are carved on the outer face of the enclosure 
walle As the other two, this does not contain any 
inscriptions nor datable architectural details such as 
devakoshtas on its walls except single mouldings on its 
base externally, which also denote a subsequent date to 
the structure than that of other two referred to above, 
Its addition to the main group with a common pillared 
maha mandgapa in front reminds us of the trikuya aspect 

of the temple construction, which was in vogue during 
pre-Vijayanagara period! This may be the continuation 


of the same tradition. 


After constructing the Raghunatha temple, an 
enclosure wall was built surrounding the main shrines 
that were in existence. It also covered three-fourth 
of the pillared maha mangapa and left out one-fourth as 
open corridor unenclosed all around, Subsequently, due 
to the increase in temple rituals and to attract more 
visitors, several] additions in the form of cells and 
subsidiary shrines (angalayas) were made irregularly 
inside the enclosure wall. They are confined to the 
southern half around the Veerabhadra and Pipanasesvara 
shrines and dedicated to various gods and goddesses. 


They are as follows 2 


Parvati shrine (Fig. II, No.10) 

It is a subsidiary shrine of subsequent origin, 
built on the right side of the Veerabhadra shrine facing 
west. It is practically an incipient structure, square 
on plan, having a low roof. It is actually built by 
closing a space in between four pillars by way of 
partition walls. It has no superstructure, but a flat 
low roof. It has no moulded adhishthana nor any archi- 
tectural devices on its walls. It is enshrining a 
standing Parvati seulpture of very late iconographic 


features. 


A Store Room (Fig.II, No.11) 
The space in between the southern enclosure wall 


and the Parvati shrine is converted into a rectangular 
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cell by putting partition walls on the east and west. 
Tne latter is provided with a door-frame thus making 
the area a rectangular cel], presently being used as 


stores by the Temple authorities, 


Sayendedra or God's bedroom (Fig. II, No.9) 

It 1s situated in the south-eastern corner of the 
enclosure and on the back side of the above two structure 
(Nos.10 and 11). It is almost square on plan, having 
35 mts, each side, The large granite boulder referred 
to above, is serving as its northern wall, An entrance 
is provided in its western wall leaving a narrow passage 
in its front. It is actually a part of pillared mana 
mapnqdapa got converted into a cell by way of one partition 
wall on the west and named as SayanZgara or a bed-room 
of the God. There are five pillars inside, The entire 
walled surface including the surface of huge granite 
boulder and its ceiling are profusely decorated with 
beautiful paintings of Vijayanagara period, It suggests 
that this unit was added during the hey-days of Veerabhadra 
shrine some time in the middle of the 15th cent, The two 
iron rines or hooks fixed at the eentral part of the roof 
are probably intended to hold the chains of the cot or 
bed on which the deity is put to rest after the last 
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function of the day i.e, Nisipuja was over 


Navagraha pltha (Fig.Il, No.7) 
This is built on the left or northern side of 
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PipandSesvara shrine. It isa square pitha broad at the 
bottom and narrow at the top, i.e., 1.50 mts. at the 
bottom and 1 mt. at the top, having mouldings in between 
and rises to a heizht of 0.38 mts. and carries Navaerahad3 


or nine-planets on its tops 


In the similar fashion as they did in the south- 
eastern corner, they made several] additions and 4 strue- 


tures in the south-western corner also. These include « 


A rectangular cell (Fig. II, No.2) 

It is situated in the south-western corner, rectangular 
(6.50 x 4.00 mts.) on plan, having two pillars inside. It 
is actually a part of pillared maha mapndapa got converted 
into a rectangular cell by putting one partition wall 
on the east in which an ordinary doorframe is also provided, 
The actual purpose for which it was built is not known, 
nor are there any indications to suggest, but at present 


4 
a Sivalinga and a Nandi of very late origin are lying inside, 


Bhadrakali shrine (Fig.II, No.3) 

It is also another subsidiary shrine (angalaya) 
built by the side of Veerabhadra temple. It is square 
on plan, facing east, built of dressed stones and having 
a flat roof. It is enshrining a Dev] sculpture being 
called as Bhadraka]i, the wife of Veerabhadra. The outer 
faces of its walls were plastered and profusely painted, 


probably along with other structures inside, most probably 
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during the hey-days of Veerabhadra shrine in the 16th 


cents 


Hanumalinega shrine (Fig. II No.k) 

A small sub-shrine, square on plan, 1s situated on 
the right side of Veerabhadra shrine abutting on the 
above rectangular cell occupying a part of perambulatory 
passage, It isa brick structure, having an incipient 
squattish pyramidal roof whose Sikhara is touching the 
maha mapdapa roof. It is facing east, enshrining a small 
Sivalihga called Hanumalingesvara. Its plan and elevation 


suggest very late origin, 


Second or middle Prakara (Fig. IIT No.26A) 

It is roughly square on plan occupying an area of 
3420 sq. mtse and located on the next higher contour. It 
is built of dressed granite blocks. The thickness of the 
wall is wider at the base and tapering at the top, It is 
provided with two openings, one on the north and the other 
on the south, functioning as frong and back entrances of 
the enclosure, In the south-western corner, instead of a 
wall, the vertical portion of the high platform of kalyapa 
mangapa is itself serving as wall which is of 2.50 mts. 
in heieht. The southern gateway is of square plan 
(Fig. II, No.16) having a platform on either side and a 
passage in the centre, Similarly, the northern entrance, 
though rectangular on plan, (FigeIT, No.2) 1s built in 


the same pattern as that of the formers 
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It is situated in front of the pillared maha 
mapdapa at a much lower level, It is connected with the 
former with a flight of steps. It is in cruciform plan 
having its longer axis (24,50 mts.) in east-west direction, 
while shorter (13.55 mts.) in north-south, occupying the 
entire area in between the northern entrance of the inner 
prakara and maha mapdapa basement, It isa pillared hall 
of extraordinary beauty. The total number of pillars that 
the hall contains is seventy which are of different shapes 
and designs. It is one of the main attractions of the 
temple complex. It is built on a raised platform having 
the most ornamental mouldings. The life size sculptures 
carved on the central pillars and the extremely beautiful 
paintings on the ceiling are superb, which assign the 


structure to the middle phase of Vijayanagara architectures 


A small brick shrine (Fig.IT, No.26) 

It is situated on the left side of maha mapdapa 
platform on its east abutting on the large eranite 
boulder referred to above. It 1s square on plan having 
its opening towards the north. It does not contain any 
artistic or architectural merit. It is believed that 


this was the entrance to Agastya'1"eave, where he was 
supposed to have lived during pis sojourn to south. But 


no traces of this can be had at the place nor is there 


any possibility to believe in such a legend, 


ಮ್‌ 
ನಲ 


A rectangular Pillared mangapa 
(Vahana mandapa) (Fig. II, No.25) 


It is situgted in the north-eastern corner of the 
enclosure. It is of 12.60 x 4,70 mts. dimensions, built 
on a raised platform of simple design, similar to the one 
on the opposite direction in the north-western corners 
It was originally having twelve pillars arranged in two 
rows, six in each, It seems, subsequently it was extended 
both towards south and west by adding six and three more 
pillars, thus making the total of twenty-one pillars. 

The exact purpose for which it was built is not known, 
but most probably it was intended to house some vahanas 


of the god, 


Temple kitchen(Pakas21a) (Fig. IT,No.13) 

It is situated in the south-eastern corner of the 
prakara in conformity with the injunctions 1aid down in 
certain Aeamas. It is rectangular (12,95 x 7.40 mts.) on 
plan, having the longer axis in north-south orientation 
with a opening towards west, Its adhishthana mouldings 
are similar to those found on the pillared mangapa in the 
south-eastern and south-western corners of the enclosure, 
It is actually a rectangular hall of 10.95 x 4.0 mts. 
size, having a row of four pillars in the centre, followed 
by an open courtyard or corridor of 10.75 x 2 mts. 
area and in the front also provided with a row of four 
pillars at the periphery of the platform, The partition 


wall in between is provided with an entrance (225x150 mts) 


in the centre. It was once provided with a flight of 
steps on the western side in the centre, but is missing 


at presente 


Naga Sivalinea( Fig. Noel, Noe) 

It 1s situated in front of the temple kitchen on 
its west. There is a huge granite boulder split into 
two halves, oblong in shape, rising toa height of 7 mts. 
On its eastern face, a huge sculpture of Naga-Sivalinga 
of 5 mts. height is carved, wherein a seven-hooded snake 
is shown protecting the Siva-linga which is fixed in the 
centre of its coils. This reminds us of the Buddha being 
protected by Naga Muchalida Dat Gaya and also the 
gigantic sculpture of Lakshm]i-Narasimha at fans The 
entire unit is carved on a high platform which was 
built partly of natural rock and partly of stone masonry 
On its northern face huge sculptures of Kapnpappa 
worshipping a Sivalinea and a seated Gapesa are carved, 
It seems that to protect the Gapesa sculpture from 
natural calamities, a small mapgapa with two pillars was 
built in front on a raised platform and named as Gapesa 


mandapa (Fig.II, No.15). 


Kalyana mandapa! (Fig. 17, Ne. 17) 

It 1s situated in the south-western corner of the 
enclosure, It is square on plan ( 22 mts. side) having 
a raised platform of ornate mouldings tallying in its 
division and decoration with that of the Natya mapgapa 
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suggesting the same date to the structure. It isa large 
pillared mapqapa containing 80 pillars at present, Once 
there might have been nearly 200 pillars, extensively 
carved with varities of sculptures and decorations. When 
it was in its hey-days, it might have been one of the most 
beautiful mapqapas ever produced by Vijayanagara architects. 
The people believe that it was never completed but the 
dislocated and broken pillars and roof slabs at the place 
definitely sugzest that it was subjected to a large scale 
vandalism either by nature 48 by human agency 


Four pillared mandapa (Fig. II, No.18) 


It is situated in the northern direction of kalyapa 
mandapa, It is a small pillared mapqapa square on plan, 
containins four pillars over which a flat roof is 1aid, 
The sides are filled with a low parapet wall with an 
opening towards east, A Sivalinga was placed in the 


centre, which is of very late origin 


Anjaneya shrine (Fig. IT, No.19) 

It 1s situated adjacent to Raghunatha shrine, on 
its north, It isa small shrine consisting of a square 
garbhagriha followed by a pillared mapgqapa of six pillars 
of very simple design. It is also facing the east like 
the Raehunatha shrine. The low relief figures on its 
walls, the pillars of simple design and the low roof, a11 
suggest a very late date to the structures 


In the north-western corner of the enclosure, there 
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are a group of mapdapas of different planse But two of 
them are sharing a common platform on which they are built. 
On stylistic grounds, a]1 of them may belong to the same 
period. The adhishthana mouldings resemble that of 


Pakas3la or temple kitchens The mapdapas are as follows: 


Naga mangava(Fig. II, No.20) 


It is in the north-eastern corner of the group, 
having a square pillared hall in front, containing 
sixteen pillars of different shape and style. It has an 
ante-chamber of rectangular plans In the centre of pillara 
hall, there is a square platform on which a number of 
Naga-stones are kept and because of these stones the 
mapgapa might have derived its name. It is closed from 


a11 directions except the south 


Panchanca mapdapa( Fig. II, No.21) 

It 1s situated on the left side of Naga mapgapa, 
sharing the same platform It consists of a square 
pillared mukha mangapa followed by ante-chamber at the 
lateral side. The pillared mapqapa is having four central 
ornate pillars and twelve pilasters on the sides, which 
are closed on the three sides, The northern wall] is 
having an opening leading to the ante-chamber, The 
ornate pillars are having kalaSa bases, Similar to those 


available at Madhavarayaswaml temple at Gorantla. 


Homa mandapa(Fiz. II, No.22) 


ph 


It is a separate unit built on a raised platform of 


very ordinary design, adjacent to the Panchanga mangdapa. 
Its adhishthana does not in any way fit with the adjacent 
ones. It isa rectangular pillared mapqapa arranged in 
east-west direction with a little projection towards west, 
This is locally known as Homa mapdapa, The soot formation 
and the smoke out-let on the ceiling confirms the name of 
the mangapa. The pillars used for the structure tally in 


design with those used for the cloister of outer prakara, 


Third or Outer Prakara (Fig. II, No. 36A) 
It is roughly rectangular on plan with a little 

projection towards west, probably to accommodate the 

already existing Somavara mangapa in the south-western 

corner. It is built on the lower contour of the Karmasaila 

hill having more height on the south and gentle slope 

towards north. It is occupying an area of 8755 sqemts. 

and its foundation was 1a1d right on the bed rock, by 

levelling its upper surface, It is built of huge dressed 

granite blocks wide at the base and tapering at the tops 

The enclosure wall is provided with three entrances, one 

each on the north, west and east, All the three are of 

varied designs and dimensions. The central passage 

flanked by raised platforms at the sides are the common 

features of the above entrances. Out of all the three, 

the western one (Fig. II, No,30) is of elaborate plan, 

with balust peed steps facings an ancient pushkarinl 

built at the foot of the hill. At present, the northern 


7 
೬5 


gateway (Fig.II, No.35), functioning as a main entrance 
which is at 3 to 4 mts. height from the surrounding 
area, can be reached by a flight of steep steps. The 
eastern gateway is presently closed for the public due 
to its dilapidated condition 


Pillared cloister (Fig. IT, No.28) 

It runs al] around the enclosure wall internally 
(P1eIII-A), It is of 4.50 mts. width, having pillars of 
two different designs arranged in three rows, It is 
built on a raised platform of moulded design tallying in 
type with the developed phase of Vijayanagara architecture, 
Its continuity is broken at three gateways and two 
pillared mandapas that were in north-eastern and south- 
western corners of the enclosure; otherwise it continues 


all around, 


Yaga mandapa(Fig. II, No.36) 

It is situated in the north-eastern corner of the 
enclosure and square on plan having 6.45 Xx 6.25 mts. 
dimensions. It is practically a pillared mapgapa closed 
from all directions having two openings towards south and 
west where the cloisters are abutting. There are four 
central pillars and twelve pilasters inside, Its 
adhishthana has the same design as that of adjacent 
cloisters. Steps are provided by the side of its western 
wall, 


Somavara mapdapd 5 (F1g.77, No. 29) 

It 1s situated in the south-western corner of the 
enclosure. It isa square pillared mapgapa, having a 
square cell projected to east, Later, two more cells 
were made; one facing the former and the other by its 
side on the south by way of putting partition walls, 
thus making the plan of a trikuta-type of shrine. In 
all the three cells, basements or plthas are built 
They are of 2.25 mts., square on plan and the simple 
design. Once they might have been adorned with some 
idols. These three cells are sharing a common pillared 
mapdapa having eight ornate pillars of double variety 
in the centre, and six on the periphery towards north. 
The rest are of usual] variety. It is built on a raised 
platform of very simple design. The projection or 
off-sets of southern wall of the enclosure at this point 
clearly indicate that it was done to enclose this unit, 
which was already in existence at the time of its 
constructions Moreover, the adhishthanas of the adjacent 
cloisters are just abutting to the adhishthana of the 
manqapa, not forming part of it. Its pre-existence may 
go in date with other important units of the second 
phase of temple architecture of the site. It is also 
clear that al1 the important units that were in existence 
during the middle of 15th cent. were profusely painted, 
Since the present unit was also decorated with paintings, 


this may also go well in date with the other important 
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units like Natya mapgapa and the various structures 


inside the first prakara. 


Uyaia mandapa (Fig.IT, No.31) 

It is situated on the western side of kalyapa 
mapdapa and in front of Somavara mapgapa, It is roughly 
square (5,10 x 4.50 mts.) on plan, having raised platform 
of 1.20 mt. height, of moulded design, on which rise four 
high pillars of nearly 10 mts. height with tapering ends, 
The kaptha portion of its adhishthana is further decorated 
with elephants. Such manqgapas are available at most of 


the larger temples of Vijayanagara period1 


Water cistern (Fig.II, No. 32) 

This is situated at the western side of the prakara 
adjacent to Uyala mapdapa, It isa deep pit of more than 
2 mts. depth, excavated into natural rock in an oblong 
shape (15 mts. length). The rain water which falls over 
the south-western quarter of the enclosure, gets eollected 
in the pit. The water remains throughout the year. Such 
cisterns are available even at Hampi. At a later date, 

a low parapet wall of stone masonry was built a]1 around 
not only to increase the depth of the cistern, but also 

to prevent animals and children from falling into it. At 
the periphery of the pond, there are number of cireular 
shallow pits cut into the rock. These are again encircled 


by several smaller ones. A1] are provided with fine polish. 
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These might have served as plates for mixing various 
colours that were used for paintings at the slsee” 


Such evidence is also available at Hampi. 


Dhwajastambha (Fig. IT, No.33) 

Dhwajastambha is a common phenomenon in every 
Hindu temple, irrespective of its sectarian affiliation, 
Similarly there is a dhwa jastambha in this temple in 
front of the northern entrance of second prakara facing 
the Veerabhadra shrine. Its basement practically 
occupies the narrow passage in between the northern 
entrance and the pillared cloister of outer prakara 
Though the stambha is of incipient height, its base is 
highly ornamented with various types of mouldings 
Among the decorated mouldings, the top Ved] is carved 
with a series of chaitya-window motifs which are further 
embellished with simhalalata ends. Again the tripatya- 
kumuda moulding is further decorated with a series of 
elephants emerging out. A]11 these show that this may go 
in date with important components that belong to the 
middle or developed phase of Vijayanagara arte 


Bali-pitha or sacrificial altar (Fig.II, No.3) 

It is also an essential feature of several Hindu 
temples, where usually the offerings are made, It is 
situated north of dhvajastambha. It is built of stone, 
having moulded design, and may belong to the later phase 
of Vijayanagara art, It is practically built on the 


platform of northern cloister which also suggest a later 
date, Steps are provided from the east to reach the place, 
It is very near to the northern entrance of the outer 


prakara 


The environmental study of the temple surroundings 
suggests that originally there were huge granite boulders 
at the site. Some such boulders carved with sculptures 
are left inside the temple complexe Even today one can 
see such huge granite boulders on the southern side of 
the temple. The temple builders cleared such huge boulders 
by cutting them into required sjZes in the form of temple 
material and used them for the construction of this large 
complexe The availability of the building material has 
made the construction of such monuments of stupendous size 
relatively easy and convenient. It may be one of the 
reasons in selecting a place like Kiirmasaila hill for the 


location of the above temple complex, 
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CHAPTER-TV 


ARCHITECTURE 


In the preceding chapter the layout of the temple 
complex and the sequence to some extent of different 
structures was explained, In this chapter, it is proposed 
to describe the structural details of each component of 
the complexe As referred to earlier, none of the structures 
has any recorded evidence regarding its date of construc-= 
tions Almost all the inscriptions engraved on the compound 
walls are donatory in nature and mostly pertaining to 
Vijayanagara and 1ate Vijayanagara periods, of which 
the earliest so far known has been issued during the 
reign of Sjuva Immadi Narasimha (1490-41506) dated to 
1493 A.D. These inscriptions are not in any way helpful 
in fixing up of the date of the structures. The other 
alternative left to us is the architectural details of 


the structures. 


On the basis of the structural details as well as 
the development of important components of the structures, 
the duration of the structural activity at the place 
can be surmised into three broad divisions, ranging from 
1109 to 1800 A.D, The first and second periods of the 
place are coeval with the Late Chola/Early Vijayanazara 
and true Vijayanagara periods as specified by Dubreuil 
in his book “Dravidian Architecture"? Accordingly, the 
first group of architectural data falls in between 1109 
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and 1350 A.D. during which certain important architectural 
components such as pillars, pilasters, adhishfhanas, 
niches, etce, contain the features of Late Chola, Papgyan, 
Hoyasala or even early Vijayanagara periods such as simple 
designs, stunted pillars of two S3durams (squares) with 
an octagonal middle and undeveloped short and bulky 
vimana on the entrances. The pillar capitals with 
bevelled end and anzular profile having tenon-like 
projections continued along with undeveloped pushpa- 
potika decorations. The earlier Pallava tradition of 
depicting one of the s3tvika forms of Siva at the back 

of the Sivalinga in a shrine still continued at the site, 
The structures were simple in decoration but very compact 
with a cella and a porch. The components of adhishfhana 
st111 remained simple. The structures were also limited, 
PipaniSeSvara and Veerabhadra shrines represent the 

early phase of temple architecture of the place. Of the 
two, the former seems to be of early origin, as it is 
mentioned in Skandapurana as one of the 198 Saivakshetras 
(Lepakshyah Papanisap)d Since large scale development 

and structural renovation took place during the Vijayanagara 
period, clear demarcation of the structures cannot be 


done except identifying the early features of a component, 


The next period covers the major structural activity 
at the place ranging in date from 1350 to 1600 A.D,, 


representing the period of true Vijayanagara architectures 
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During this period, the place was developed into a large 
temple complex by way of adding several shrines and 
mapgapase The principal components of the adhishfhanas 

of the period not only multiplied but were profusely 
decorated. The size of the pillars not only increased 
length=-wise, but became complicated in design. The pillar 
capitals were decorated with developed pushpapotika 
decorations. Multi-pillared mandapas came in to existences 
The size of the vimana increased. Every component now 
became more ornate. Inaway, as Percy Brown states, 
!especially the pillar became a figurative drama in stone? 
the architecture reached its sublimity. Hence the 

period was rightly described as the golden age of Vijaya- 
nagara architecture, During this period Lepaksh] temple 
had its hey-day. 


The last and final period of arehitectural activity 
at the site falls in between 1600 and 1800 A.D. during 
which no important structure has come into being except 
some minor shrines such as Rimalihreswara, Hanumalihgeswara, 
Anjaneya, AgasteSwara and also some mapgapas such as 
Panchanga, Naga and Vahanamapdapa ete., of irregular plan 
and Rib Grchitectural features created simply to 
cover the open area in the midst of important structures 
that came up during the preceding period. Some of them 
are built of brick and of re-used pillars collected from 
the early structures. Practically, it is a period of 


degeneration in the temple building activity at the place, 


To describe the architectural features of each 
shrine or structure, the same method, as adopted in the 
previous chapter - starting with the nucleus around which 


the complex has develpped, is being followed, 


Veerabhadra shrine (Fig. II, No.1) 

This is the main temple. It consists of a square 
cella (2+ x 2.4 mts.) followed by an ardha mangapa or 
antara]a forming one unit of a rectangular plan. The 
shrine, surprisingly, faces the north. The antarala 1s 
provided with an entrance in S3kha-SdbhE with Saiva- 
dvarapalas at the bottom and in the centre of the lintel 
a 8ivalinga on a panivattam is carved, which is being 
worshipped by two elephants, This jis a new dೀ್ಕige 
implemented by Vijayanazgara artist, instead of a Gaja- 
lakshm] motif. A standing Veerabhadra is enshrined in 
the garbhagriha. In the lateral corners of the shrine, 
there are corbelled capitals with bevelled and tenon-like 
projections (an early feature). Externally, the shrine 
is decorated with a moulded adnishthana of simple mouldings 
in the following pattern starting from the bottom + They 
are (Fig. III, 8) - Upana, adhopadma moulding, high jagati, 
tripatta-kumuda, the recessed kantha and a plain pattika. 
On this, the vertical wall of dressed granite blocks is 
built. It is plain, devoid of any architectural members 


such as koshthas etc. Instead, the entire wall surface 
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is painted with beautiful figures of Siva and his forms 
subsequently. But the prastara is in moulded design, 

the top moulding of which is decorated with simple kugu 
arches over which the flat roof, made of thick granite 
slabs rests, On the top of the garbhagriha a brick built 
dvitala-vimana (P1, II-B) of square section was built. 
Each tala is further decorated with a series of Kuta, 
pahjara and $Z1a-Sikhara mouldings in brick and plaster. 
Above this, there is an octagonal griva which is decorated 
with pilasters at its corners and seated stucco figures 
on the four cardinal directions, On the top of second 
tala, at the base level of griva facing the four corners, 
bulls made of stucco are shown. On the top, above the 
griva there is a circular stupl with bulbous body further 
decorated with kugu-arches terminating into simhalalata 
ends. The upper portion of the stupl is embellished with 
lotus design, made of stucco, with uplifted petals, over 
whieh the kalasa usually rests. But in the present case, 
the kalasa is missing. The entire Sikhara was plastered 


at a subsequent date, 


pipanasesvara or Pivavinasanadeva shrine 
(Fig.I1, No.8) 


This shrine 1s facing west, built abutting to a 
huge granite boulder, which is serving as its back wall, 
over which a beautiful Bhikshatanamurti form of Sive’is 
skilfully carved, The shrine resembles, in many respects, 


that of Veerabhadra, especially in its plan and elevation, 
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Though originally it was meant for pre the beautiful 
half-relief sculpture referred to above, presently it 
enshrines a Sivalinea placed on a panivattam. It was 
originally a rectangular shrine, but subsequently 
partitioned with a wall into a garbhagriha and an 
antarala, Its ardha mapdapa or antarala entrance is in 
Sakha design, similar to Veerabhadra. There are dvara- 
palas flanking the entrance in dancing pose and holding 
Saivite attributes. On the lintel, at the centre, the 
figure of Siva is carved in seated posture, having six 
hands holding five kalaSas (pots). The roof is made to 
rest not on the temple walls, but partly on the granite 
boulder and partly on the mapgapa pillars. It suggests - 
though it has an early tradition and is also referred to 
in Skandapurana - that its present set up can safely be 
attributed to the developed phase of Vijayanaeara 
architecture to which most of the extensive structures 


at the site belong. 


It is also having a dvitala-vimana (Pl. II-B) of 
brick similar in plan and elewation to that of Veerabhadra., 


Fut its griva is more eloneated than that of later 
specimens. It is also not having a ralasa at present, 


[a 
Surprisingly, its sikhara is extended over the flattened 


surface of the huge boulder, 


Pillared Maha mandapa (Fig. IT, No.6) 


It is built on a raised platform or adhishthana, 


whose height is more on the north and west, because of 
the uneven surface of the Kirmasaila-hill. Its ornate 
mouldings (Fig. III, 3) suggest a date ascribable to the 
developed phase of Vijayanagara architecture, say 15th 
cente AD. It is extended not only in front of Veerabhadra 
shrine, but also at the sides, covering an area of 650 sq. 
mts. The central portion is built in nave and aisle 
pattern reminding the Chalukyan sty166 The central portion 
of the mapgapa built in front of Veerabhadra shrine in 
north-south orientation measures 11 x 7.5 mts. and is 
having a roof higher than that of the adjacent one. There 
are 16 pillars of double variety having both rectangular 
and horse-shoe sections (Pll, A&B), arranged at the 
periphery of the hall, the facets of which are profusely 
decorated with beautiful fizures of mithunas, gods and 
goddesses mounted on makaras and vyalas. The entablature 
and its various components are also prof1sely decorated 
with the sculptures of Bharavahakas, Siva-ganas, vyalas 
and other animals, Even the vertical portion of the 
entablature in between the projected capitals is further 
embellished with the story-telling sculptures of 

Kiratar juniyam and groups of dancers and musicians. It 

is having a flat roof, the lower face of which is 
beautifully painted with a gigantic fizure of Veerabhadra 
(151 length). It is in size the first of its kind in the 
history of Indian painting. The remaining portion of the 


mandapa has pillars of usual square section, The shaft 
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of these pillars, is divided into three sadurams or 
squares with two octagonal divisions in between. The 
faeets of each square are depicted with varieties of 
sculptures both of religious and secular characters 

The pillar capitals were provided with developed pushpa- 
potika decorations in true Vijayanagara fashion. The 
roof is made of thick, flat, granite slabs internally 
dressed into a rough surface which was plastered and 
painted subsequently. Above the slabs, a thick layer 
(20-30 ems.) of lime and concrete mixed with brick jelly 
is 1aid and tightened at the top with a fine lime 
plaster, Even the vertical sides of the elevated roof 
of the central hall are decorated with miniature pilasters, 
kugu-arches and Kuta-3ikharas in stucco. On the sides 

of the roof a]]1 around, the structure is provided with 
stone chajjas with uplifted ends to prevent the rain 
water coming in. These are made to rest on intricately 
carved horizontal beams. In order to keep the balance, 
some dressed granite blocks of equal weight and decorated 
with kirtimukhas and kudu-arches were placed on the top 
all along the edge which is also serving as a low parapet 
wall all around, The corner chajj8 stones are provided 
with stone rings to hang chains for Jempsl The orientation 
and set up of pillars etc.) of the mapgapa suggest that 
it was primarily intended to serve as a maha mangqava to 


Veerabhadra shrine. 
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Rashunatha shrine (Fig. II, No.5) 

It seems that after construction of the above pillarad 
mapqapa, the idea of adding one more shrine might have come 
into the minds of the builders, most probably to satisfy 
the two dominating sects of Hindu religion during the 
early part of the 15th cent,, which resulted in the 
construction of a Vishpu temple on the western side of 
the maha mapqapa at a much lower levels In fact, the 
shrine is abutting to the pillared mandapa and sharing 
it as common maha mapgdapa, In plan and elevation this 
temple differs from the other two referred to above, The 
adhishthana mouldings (Fig. III, 10) also differ in 
dimension and pattern. The wall is plain, built of huge 
dressed granite blocks of larger dimension. The variation 
can also be seen in its prastara which is less in 
dimension than that of the Veerabhadra shrine. Unlike 
the other two main shrines, this temple consists of a 
square garbhagriha preceded by another cell of similar 
dimensions, followed by an ardha mapqapa which is made 
to abutt on the maha mapdapa basement. Later, while 
constructing an inner enclosure wall, certain portion of 
the maha mapdgapa has been converted into a closed 
mukha mapqapa of this temple by constructing walls. In 
addition to the main entrance to the mapgapa, a side 
entrance was also made on the northern side, connecting 
the open corridor of the maha mapdapa. The mukha mapdgapa, 
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sides, It containgé four central pillars and side 
pilasters of very ordinary nature. As usual, the entire 
structure has a flat roof made of zranite slabs roughly 
dressed from inner side, On the top, a thick layer of 
lime concrete mixed with brick jelly was laid and water 
percolation was prevented with a fine coat of lime 
plaster, Over the garbhagyiha, a brick built Sikhara 
(P1.II-A) similar in shape and s1¥e to that of other 

two has been constructed to match with them. It isa 
dvitala vimana each decorated with miniature models of 
Kuta, panjara and 51a Sikharas in receding pattern. 
Over the second tala, a griva of square section, in turn 
capped by inverted bell shaped stupi with double-lotus 
design at its top, can be seen. As in the case of the 
other, the stupi and the griva are decorated with chaitya- 
windows and defaced stucco figures of gods and goddesses 
facing the four cardinal directions. At its bottom in 
the corners, there are lions in sitting posture made in 


stucco 


ಗ 


Subsequently, the intermediary space in between the 
above shrines, has been utilised for the construction 
of certain angalayas (subsidiary shrines)and also 
several apartments to meet the demand of increased temple 
rituals. They include Parvatl shrine, Bhadrakall shrine, 


Ramalingeswara shrine, Sayanagara (god's bed-room), store 
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room, ete. The smaller shrines do not possess any 
architectural importance, They usually consist of a 
single cell of square plan built either of stone or 
brick upto the maha mapgapa roof, under which these 
are lying. Some of the shrines, such as Parvatl, 
Bhadrakall shrines, were in existence before the entire 
complex was painted during the reien of Achyutaraya 
(1530-42 AD.) because their exterior walls were also 
plastered and painted in the same fashion alone with 
other shrines. Even the SayanBedra which was made in 
the south=-eastern corner of the maha mapgana by way 


of putting some partition walls was profusely painted, 


First or inner-enclosure wall (Fig.IT, Noe114) 

After constructing the three main shrines referred 
to above, the idea of enclosing the area might have come 
in the mind of builders and the same was implemented, 
While doing so, certain portion of the maha mapgapa a1] 
around is left open probably for the benefit of the 
visiting pilgrims 


The enclosure wall, roughly square on plan is built 
on the adhishthana of pillared maha mapgapa enclosing 411 
the main and subsidiary shrines covering roughly #32 sq. 
mts. area. It is built of dressed granite slabs of 
1.90 x 0.80 x 0.30 mts. size and above, and their joints 
are closely fitted without using any binding mortar, It 


rises to the height of mapngapa-rocf having only one entrance 


towards north in the same alignment as that of the 
Veerabhadra shrine. Internally, the wall slabs are 

free from any decoration but externally some of them are 
carved with beautiful story-telling episodes from the 
Sivapurdpa. While enclosing the structures there are 
certain portion of the pಕಟಿಫಿ left intentionally open 
a11 around, probably facilitate the visiting pilerims 
to sit and take rest, In addition to the main entrance 
towards north, a side entrance towards west leading into 


Raghunatha shrine is also provided 


The main entrance is in s3kh-desien now completely 
covered with brass sheets, It is provided with steps 
leading into the Ranga mapgapa or Natya napdapa. Right 
over the top of the main entrance on the roof, a huge 
kugu-arch was built and decorated with simhalalata motif 
with gorgoiled face and makaras at the sides in true 
Vi jayanazara fashion. Originally it was adorned by a 
Saivite god or goddess made in stucco, but now only its 


traces remain, 


Natya mapdqapa (Fig.TI, No.23) 


This 1s situated in front of the maha mapdapa. It 
is in eruciform-plan, roughly measuring 13.55 and 2450 mts 
north-south and east-west respectively, having projections 
at the cardinals. It is built on a raised platform of 
moulded-design (Fig. III, 6). It is the most ornate unit 


available at the place, From the bottom below, it 


consists of a plain upana, adhopadma of which even the 
petal ends are minutely decorated with flowers, swans and 
lions etc. The vrittakumuda in fluted design has a central 
padmabandhas Above it is a kaptha divided into various 
panels decorated with sculptures such as of elephants, 
horses and dancers, “ಎ 
urdhvapadma mould or a EN 


kugu-arches. Over ns Hana stand seventy pillars 


unit is capped by 


of various types. The total height of the mapygapa above 
the adhishthana is 4.34 mts. The height of the pillars 
upto the shaft end is 3.49 mts. and including the capital 
3.90 mts., over which longitudinal beams of OL mts. 
thickness rest. On the basis of shape and decoration, 
the pillars can broadly be divided into five groupse They 
are 4 (1) the pillars with square section and with the 
shaft length divided into three sadurams (squares) with 
two intermediary prismatic parts, capped by pushpapotika 
capitals. The facets of the cubes are decorated with 
various sculptures and a maximum number of pillars fall 
into this category; (2) a pillar with a projected front 
face over which either a miniature pillar of fluted 
desien (Pl. III-A) or a standing god (P1.II-A) and 
goddess is shown} if it is a corner pillar, it has a 
cluster of miniature pillars, the former group is set 

up at the peripheral region of the central hall while 

the latter at the corners of the mapgapa, (3) a pillar 


with high shaft having a square section, wider base and 
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tapering end (Pl1.Il, A4B),. The facets are divided in 
mltiple horizontal bands filled with miniature temple 
models, chaitya-window motifs arranged in vertical Sakhis, 
but the capital 1s with pushpapotika pendents; (W) it 

is also a composite pillar, havinz horse-=shoe shaped 
section (Pl1.JI, B-3) 1.e., the square pillar having a 
projection at one of its corners which is having three 
faces 1.e,, the front and sides, They are decorated with 
standing full size fieures of gods and musicians mounted 
either on high pedestal or on the makara-vyalas. Such 
pillars are arranged at the corners of central hall; 

(5) it is also a single shaft pillar of octagonal section 
(PleT, B=2). Its height is divided into horizontal bands, 
further decorated with scrolls, beaded-haras, flowers and 
bands of female dancers. Such pillars are very few in 


number and placed near the main entrance, 


As usual, the roof is made of thick granite slabs 
having rugged surface down below, which was later 
plastered and painted with Purapic scenes, The roof is 
laid with a thick layer of lime and kankar mixed with 
brick jelly and finally water tightened with fine lime 
plaster, On the top at the centre, over the roof, a 
stunted semi-circular dome resembling that of a stupa, 


was made and plastered, 


Like the maha mapgapa, this structure is also 
provided with chajjas of domical shape with uplifted 


lower end a11 along the roof. These chajjas are made 
to rest on equally ornate longitudinal beams laid across 
the projected roof-beams, In order to balance the 
weight of the hanging chajjas, heavy granite blocks were 
kept on its top which also serve as a low parapet wall 


on the roofs 


Vahana mangapa (Fig. II, No.25) 

This is situated in the north-eastern corner of 
the second enclosure built on raised platform having 
very simple mouldings, similar to that of Pakasala 
(Fig. III, 7) i.e. adhopadma, kantha and Uurdhvapadma. 

On it stand twelve pillars of ordinary design, wider at 
the base and narrow at the top with the sides decorated 
with scrolls, similar to those available at the Kalyapa 
mandapa. These are arranged in two rows, each of six 
pillars. At a subsequent stage this was further extended 
towards south and west by adding six and three more 
pillars respectively, of ordinary design, but of more 
height and directly placed on the rocky ground instead 

of on a platform, Naturally its roof level has become 
correspondingly lower than that of the former, The 
nature of the roof is the same as that of other structurese 
Its situation and mode of construction suggest that it 
was meant for keeping certain vahanas of the god. It 


may rightly be called Vahana mandapa. 


A priek shrine or AgasteSvara shrine (Fig.l, No. 26) 

It is a small shrine of square plan divided into 
a small cell and a porch with an entrance to north. 
It is built of bricks abutting to the large granite 
boulder referred to above, The total height of the 
structure is 2 mts. There are two smal] pillars inside 
the porch over which its flat roof, made of granite 
slabs rests. The incised marking on the boulder suggests 
that t was once havingia Syrenldal She oN TEN 
are of re-used variety, probably collected from the other 
ruined structures elsewhere and suggest a late date, may 
be of post-Vijayanagara period, It has neither architec- 


tural nor artistic merit. 


Pikasa12 (Temple kitchen) (Fig. IT, Nos13) 

It is situated in the south-eastern corner of the 
second prakara., It is a rectangular structure measuring 
externally 12.95 x 7.40 mts. built on a raised platform 
of simple mouldings (Fig. IIT, 7) similar to that of 
Vahana mapgapa referred to above. On plan it consists 
of a rectangular closed hall measuring 10.95 x WH. 40 mts. 
with a row of four pillars arranged in north-south 
orientation preceded by a rectangular porch or open 
courtyard, measuring 10.95 x 2.00 mts. having a row of 
four pillars arranged on the western periphery of the 
platform. The partition wall in between is 1 mt. thick, 
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having an entrance at the centre, made in sakha design 
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flanked by Vaishnava dvarapalas. On the lintel, at the 
centre, a seated goddess holding a kalasa and padma in 
her right and left hands respectively is carved. The 
pillars inside, though squattish, have the shaft above 
the asvapida base (Pl, B-W), divided into multi- 
faceted (8, 16 and 32) divisions in alternate fashion 
and further decorated with scrolls, beaded haras and 
flowers. The capital is decorated with undeveloped 
pushpapotika decorations suggesting an early date to 
the structure. The pillars used in the verandah are of 
a different type with wider base, tapering end, sides 
decorated with serolls emerging either from parpakumbha 
or from open mouth of makaras, A small platform in 

the northern side, an off-set in the eastern wall, and 
a chimney opening in the south-eastern corner of the 
roof, all indicate the functional aspect of the structures 
as kitchen, As usual, the roof is 1aid in the same 
pattern and style, It was also provided with water- 
shades in true Vijayanagara pattern al1 along the roof, 
but now only their traces remain. The plain surface 

at the centre of the adhishthana towards west suggests 
that there was a provision for steps originally, but 


missing at present. 


In front of the temple kitchen there is a huge 
granite boulder on whose eastern face, a huge Naga- 


Sivalinea is carved having a pedestal of moulded 
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adhishthana. In its divisions, it tallies with that of 
Ranga mapdapa referred to above. In the same way, on 
its northern face, 4 huge Gapesa is carved at a height 
of nearly 2 mts. To reach the place, at a subsequent 
date, a simple platform in receding pattern was built, 
over which a two pillared porch was made, to protect 
the above sculptnre, This porch is of simple nature, 
the pillars of which are of ordinary type and their 
height is divided into three saduramas or squares with 


octagonal middle in between 


Kalyana mandapg (Fig. II, No.17) 


ee 


It is situated in the south-western corner of the 
second enclosure, measuring 22 mts. square, It is built 
on a raised platform having moulded desizsn on its northern 
and eastern sides only. The principal division of its 
adhishthana (Fig. III, 12)is closer to the maha mapdgapa, 
but 1ess ornamental than that of the latter, On 
stylistic grounds, it can be ascribed to the middle 
phase of developed Vijayanagara architecture. Its 
dislocated pillars, beams and half=1aid roof suggest 
that it was subjected to large scale vandalism, As per 
the plan, there should have been hundreds of pillars, 
but at present there are only eighty. Typologically, 
they can be divided into three groups. They are : 

(1) pillars having square section, wider at the base 
and narrow at the top with their facets decorated with 
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serolls, pilasters and architectural motifs. Such pillars 
are used in the western and eastern halves of the mapdgapae( 
(2) This type is of double variety of rectangular section 
(Pll, A-1) i.e. the pillar with the usual three sadurams 
(squares) its frontal face projected having either a 

life size sculpture or a miniature fluted pillar with 

a vyala base. Such pillars are used at the sides of 
central hall and on the periphery of northern (P1.III-A) 
and eastern sides. (3) The pillars that are set up at 

the four corners of the central hall are of gigantic 

size having horse-shoe shaved section (P1.I-A, 3). The 
sides as well as the front faces of them are exquisitely 
carved with life-size sculptures of Hindu pantheone A11 
these are made out of single shafts capped by pushpa-= 
potika pendents (Pl. I, A-2) exhibiting the developed 
phase of Vijayanagara architecture. The ornate sculptures 
and desizens over the pillars and their arrangement 

suggest that the mangapa was meant for the annual 
marriage ceremony of god. The traces of its roof 

suggest that it was intended to have a similar roof 


which most of the finished structures are having 


The adhishthana of the mapqgapa was once provided 


with steps both on the eastern and the northern sides, 


Anjaneyasvam]l temple (Fig. IT, Noe19) 
It is a small structure situated on the northern 


side of Raghunatha shrine consisting of a small cella 


measuring 8.22 x 3.46 mts. preceded by a pillared 
porch or mukha mapgdapa, It is built on a simple low 
pitha without any mouldings or koshfhas on its walls 
except a few low-relief fizures of Vaispava group. At 
0.42 mts. heizht,) a mid-rib is provided externally 
around the sanctum The porch pillars are of simple 
design without any decorations and may belonz to a 

very late date, The shrine is having a flat roof made 
of granite slabs. On stylistic ground, it may be dated 
to the 18th cent. At present, the.shrine 1s enshrining 


a Hanuman figure of very late dates 


In the north-west corner of the enclosure, there 
are a group of mangapas of different plans which may 
belong to the last phase of architecture at the site, 
Some of them are built of re-used material such as 
pillars, beams, etce Iwo of them are sharing a single 
platform though their plan differs from each other, 


They are as follows 


Naga mandapa (Fig. II, No.20) 


This structure and the panchanga mandapa share 
a common platform of simple mouldings, similar in design 
to that of one on the north-eastern corner and also 
pakasdla. It consists of a square pillared mapgapa 
having an ante-chamber of rectangular plan, The ante= 
chamber is closed from all directions except on the 


south, where an opening is made into the mangapa It 


is in a dilapidated condition and on its eastern side 
wall there is a Telugu inscription in three lines. In 
its mapdapa there are sixteen pillars of which the 
central four are of half-size and differ in shape and 
design. They are mounted on a raised platform on which 
several Naga-stones were fixed which name the mapdqapa 
as Naga-mapdapa. The roof is made of granite slabs 
overlaid with a thiek layer of lime and kankar mixed 
with brick jelly, similar to other structures. 
Correspondingly, above the central platform the roof 
is in raised pattern The purpose of its construction 


is not known 


Panch8nea mandapa (Fig. IT, No.21) 

On plan, it is similar to the above and shares 
the same platform It is also having a pillared mapgapa 
in front and an ante-chamber at the back which is in 
dilapidated condition. There is an entrance in between 
In the pillared-mandapa, there are six pillars and ten 
pilasters, The pillars are of different designe The 
shaft is divided into two squares with octagonal middle, 
capped by a kalasae They are similar to those at 
Madhavarayasvam] temple at Gorantla, another Vijayanagara 
temple. The pillar capitals have developed pushpapotika 
pendents, sugzesting the developed phase of Vijayanagara 
architecture, It is also provided with a flat roof in 


the same fashion as that of others. 
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Homa mandapa (Fig.IT, No.22) 

Though it is built adjacent to the above, it 1s 
having a separate adhishthana of very simple design 
without any mouldings, It is rectangular on plan having 
its longer axis in east-west orientation along the 
northern prakara wall, having a small projection towards 
west. There are twelve pillars of different designs 
suggesting that they are re-used. The two frontal ones 
are of double variety with a miniature fluted-pillar 
mounted on vyalas, similar to those available in the 
outer cloister, The material and the style of its 
roof are the same as that of other structures referred 
to above. On the eastern side, there is a opening 
provided with a raised roof or a chimney having its 
sides opened, probably meant for releasing the Homa 
smoke outside because the mapdapa is called as Homa 
mandapa. Its location and its architectural style 


suggest a late date to the structure. 


Second or inner prakara (Fie. Il, No.26A) 

It is roughly square on plan covering an area of 
3420 sq. mts. having a plinth of single moulding 
(Fig. III, No.1). The walls are built of large granite 
blocks of 2 x 0.50 mts. and larger. The dressed stones 
are used on either side with closely fitted joints and 
the gaps in between are filled with brick jelly and 
l1ime-mortar. The wall 1s wider at the bottom (1.25 mts.) 
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and tapering at the top (1.00 mts.) and rising toa 
height of 3.80 mts. on the north and 250 mts. on the 
south because of undulated surface of the rock on which 
it was built. On its top, dressed granite slabs of 1 mt, 
length were laid flat, over which a brick built parapet 
wall in two tiers with domical section js raised to a 
height of 0,52 mts. At intervals, the parapet wall is 
further decorated with Kuta, panjara and S81a Sikhara 
models and also human and anima] figures, In some cases, 
only traces can be seen at present. In the south- 
eastern corner, the vertical portion of high platform 

of kalyana mangapa is serving as enclosure wall. There 
are several inscriptions engraved on the exterior of 

the wall, most of them are of donatory nature pertaining 
to Achyutaraya's period (1529-1542 A.D.). This enclosure 
wall is provided with two openings, one on the north 

and other on the opposite direction, of which the northem 
one abutting on Ranga mangdapa and facing the main shrine 
is serving as a principal one, On architectural and 
artistic grounds it is the most important one. It 1s 
built on a raised platform of 3,10 mts. height, externally 
decorated with mouldings such (from bottom) upana, 
adhopadma, tripatyakumda, kaptha, pattika, urdhavapadma 
and vedi (Fig. III, Not). The wall is again externally 
decorated with the same mouldings at the bottom and 
kumbha-pan jara pilasters on the top. The individual 


mouldings referred to above are intricately carved with 


serolls, moving elephants, temple models, dancers and 
musicians. Out of all the adhishthanas this is the most 
complicated and richly carved, The entrance is further 
divided internally into a central passage with flight of 
steps flanked by rectangular cells built over a high 
basement (3.10 mtse)e In each cell, there is a single 
pillar similar in desizn with those of the Ranga mapdapae 
The passage is provided with two door~-frames at both ends, 
They are in S2kha-55bh3, flanked by Saiva-dvirapilas in 
standing posture, while on the lintel there is a figure 
of Siva with six hands, seated and holding five kalasas 
or pots in the act of bathing, similar to one on the 
lintel of Pipandses¥ara shrine inside. The central facet 
of the door jamb is further decorated with scroll in 
circles, The scrolls emerge out of wide open mouths of 
makaras on which beautiful damsels are standing elegantly 
in true Vijayanagara style. Each circlet of the scroll 
is further embellished with beautiful male and female 


dancers and musicians playing on various musical instrumants. 


As usual, the roof of the entrance is made of 
large granite blocks over which rises a brick-=built- 
vimana which was subjected to lightening in 1993 ಹೀರಿ? 
The lowermost tala is extant at present. It is of 10 ft. 
height, built of bricks (52 x 36 x 11 ems.) and lime- 
mortar, It is internally hollow and plain and externally 
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stucco figures of various gods and goddesses, At the 
top, a series of kugu-arches and beams are made; probably 
they demarcate each tala in the series. The bricks used 
are similar in size to that of the Sikharas of the main 


shrines. 


Similarly on the southern side, another entrance 
is made which is of less artistic merit. It is rectangular 
on plan, measuring externally 8.90 Xx 6.85 mts., with 
a central passage of 3.00 x 1.45 mts. flanked by raised 
platforms. On these platforms two cells, one each on 
either side, measuring 3.45 x 1.95 mts., having one 
pillar made to rest on the periphery of the platform 
can be seen. The pillars are hafty and of simple design. 
The shafts have two squares with transepted hexagonal 
middle, with Kalasa at the top over which a four-flanged 
bevelled capital with tenon projection rests. This is 
an early tradition followed by Vijayanagara architects, 
The entrance is provided with a flat roof at present. 


It might have had a gopura, of which some traces remain. 


There is a opening made into the western wing 
adjacent to Kalyana mandapa in the form of a semi-circular 
arch (P1.I1-A) with pointed and decorated in Indo- 
Sarcanic style and may be ascribed to post-Vijayanagara 


period, 


Somavara mangqapa (Fig. II, No.29) 


This structure 1s situated at the south-west 
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corner of the third enclosure. It is roughly square on 
plan having a projected cell on its eastern wing, It is 
built on a raised platform of very simple desien (Fig. III, 
No.13)., It seems that it pre-existed the outer cloister 
because both of its ends are abutting to the former. The 
mapqapa is provided with fifty-eight pillars of different 
designs and shapes, Originally it was a pillared-mapdapa 
later converted into trikuta type of plan by adding “L" 
shaped partition walls in each corner, thus making the 
mapqapa into a sort of complicated plan having three 
cells in three directions - i.e, east, west and south 
and on "L" shaped hall in the south-western corner and 
two square cells, one each in south-eastern and north-= 
western corners of the mapnqapa, The three cells contain 
phe pedestals and share the common pillared mapdapa in 
their front. It is in north-south orientation preceded 
by a flight of steps on the north. The central hall is 
provided with double variety of pillars at its inner 
periphery; the remaining pillars are of usual square 

type having varieties of sculptures, Even the pillars 

on the northern fringe are of double variety. It seems 
that the structure was meant for delivering discourses 

on various philosophies of Hindu relizion, on every 
Monday. The roof is made of the same material as of 
other structures, The entire ceiling was once profusely 
painted along with other important buildings of the 


complex to which date this may also be attributed, 
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yaa mandava (Fig.II, No.31) 


This structure is situated in front of Somavara 
mapdapa and on the western side of Kalyana mapdapa. 
It is an important component in most of the known 
Vijayanagara temples, meant to swing the gods on 
certain occasions. It is built on a raised platform 
of 5.10 x 4.70 mts., decorated with mouldings (Fig.III, 
No.9) of adho and Uurdhvapadma variety and having a 
vertical kapha in between which is again panelled 
and decorated with moving elephants in a naturalistic 
manner. There are four high pillars of square section, 
wider at the base and tapering at the end, rising to 
a height of nearly 10 mts, On them js a flat roof 
made of dressed granite blocks. There is a brick 
ekatala vimana decorated with a series of miniature 
sikhara models and further capped by a circular stupl. 


[2 
There is no kalasa at present, 


Water cistern (Fig.IT, No.32) 
It is in the western half and adjacent to the 
western gateway. It is oblong in shape and cut into 


the natural rock toa total depth of 3 mts. 


Third or Outer prakara (Fig.II, No.36A) 
It is roughly square on plan with a projection 
towards west, covering an area of 8755 sqemts, It is 


built of dressed granite blocks of 3.00 x 0.30 mts. 


and above siZe,on a moulded adhishthana of simple 
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design (Fig.IIlI, No.5). The wall thickness is 1.26 mt. 
at the bottom and 100 mt, at the top. It rises toa 
height of 2.37 mts., on which granite slabs of 1 mt, 
length and 20-25 ems. thickness are laid f1at horizontally 
Over this a brick wall of 1,50 mts, high is raised in 
two tiers terminating into a conical end, Its 
continuity is broken at regular intervals by way of 
adding miniature Kuta, $412 and panjara Sikhara models 
of brick (Pl. III, A) to a maximum heizht of 2 mts. 

Due to undulations and slope towards north, the total 
height of the wall varies from place to place. This 
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is provided with three entrances ‘- one each on north, 


east and west each of different plans. 


Northern gateway (Fig. II, No.35) 

It is rectangular on plan, measuring 7.70 x 6.LOnts. 
externally. As usual, it is having a central passage 
of 260 mt. width, flanked by basements on either side 
over which both lateral and frontal porches are built 
by providing single pillars at their corners. It has 
a flat roof made of granite slabs over which a brick 
built gopura, once adorning the entrance, is partly 
extant now, There is a door-frame of 3.00 x 2.95 mts, 
fixed at the centre of the passage devoid of any 
artistic merit. Though this gate is serving as the 
main one, from the point of architecture, the western 


gate appears more imposing 


Bastern sate (Fig. Il, No.27) 

On plan it is rectangular, measuring 8.80 Xx 
6.20 mts. externally, with the longer axis in north~ 
south orientation, As elsewhere, it is also built 
of dressed granite slabs upto the roof level. Inter-= 
nally, it is divided into a central passage and side 
platform of 1.15 mts, heisht, over which internally 
a single pillared rectangular cell (3.35 x 1.90 mts.) 
one en each side, is built. Over this the flat reof 
made of eranite blocks rests. The total heicht of 
‘the roof from ground level is }H.08 mts. Its height 
is more than the northern gate, In the centre of the 
passage a door frame in SEuha design is provided, It 
seems that there was once a brick superstructure in 
the form of a gopura, but at present only its traces 


are avajlable., 


Western gateway (Fig. II, No.30) 


it is in facet a rectangular strneture by itself, 


built in east-west orientation measuring 9¢60 x 

7.25 mts. externally. Unlike the other two, it has 
rectangmlar cells internally and porches externally 
flanking the central passage of 2.30 mts. width, The 
cells and porches are built on raised platform of 

1 mt. height with simple mouldings. There is a single 
pillar of six division of simple design in each ¢el], 
so also in the porch at the corners. There are two 


door~frames, one at the eastern end and the other at 


the centre of the passage. They are of simple design 
The central one is provided with a wooden door. The 
structure has a flat roof made of thick granite slabs 
over which once there appears to have been a brick 
built gopura of befitting height; but now only its 
traces can be seen. In its front, leading towards 

the 01d puskarini, there are balustered steps flanked 
by side-stones carved with makara-vyala and gaja-vy2la 


sculptures in true Vijayanagara style. 


Pillared cloister (Fig. IT, No.28) 

It is one of the ornamental components of 
Vijayanagara architecture. It adds beauty to the 
main temple. It isa pillared mapdapa which runs 
internally al] along the outer enclosure wall (P1.II7-A) 
with breaks at the entrances, It is built on a raised 
platform having decorated moulded designs (Fig.IIT, No.2) 
from bottom - Uupana, adhopadma, vrittakumuda in fluted 
design with central band, kaptha and kapota-vedika 
decorated with urdhvapadma and hara in loops. Its 
width is 4.50 mts. and has hundreds of pillars arranged 
in three rows. They consist of two varieties, viz, 
those that are of three sadurams (squares) with two 
intermediary faceted divisions. A majority of these 
fall in this category and the second group are of 
double variety consistinzg of a usual pillar with three 


sadurams having its frontal face projected and carved 
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with a short miniature fluted-pillar, mounted either on 
a seated vyale (P1.IIT-A) or a bharavahaka. These are 
used on the periphery of the moulded adhishthana. It 
is a corner pillar, then instead of one, it will have 

a cluster of three or four miniature pillars mounted 

on either vyalas or bharavahakas. Both the categories 
are provided with developed pushpotika pendants in 
true Vijayanagara pattern. This cloister in its set 

up and decoration resembles those of Achyutaraya's 
temple at Hampi. The cubes of all the pillars are 
decorated with varieties of low relief sculptures such 
as geometrical designs, flora, fauna, social] themes, 
gods, goddesses, Saivite and Vaigsnavite symbols, etc. 
In fact, a rich heritage of Vijayanagara times has been 
preserved on these pillars, In reality, every Vijaya- 


nagara mapqapa is a permanent museum by itself. 


As in the case with other structures, the 
cloister is al1so having a flat roof made of granite 
slabs with inclination to make the rain water flow 
easily. Such roofs are provided in true Vijayanagara 


fashion, 
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9. 
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There is a significance in having three entrances, 
because the 1st enclosure was provided with one 
entrance, the second with two and the third with 


three entrances, 
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CHAPTER-V 
SCULPTURE 


Like many Vijayanagara temples of South India, 
Lepakshi temple is also a treasure house of numerous 
sculptures. During Vijayanagara period the size of 
Hindu temple increased enormously by way of adding 
several huge gopuras, large mapdapas and vast court- 
yards, This gave a vast working space to Vijayanagara 
sculptor, who could successfully adorn the various 
parts of the monument by introducing numerous sculptures 
of different themes that were borrowed not only from 
the Hindu mythology, great epics and purapas, but 
from legends and traditions, social and religious 
customs and beliefs and even the flora and fauna of 


contemporary times. 


In addition, he was very much fascinated in 
carving huge monolithic sculptures, wherever it was 
possible. The great bull and large Naga-Sivalinga 
at Lepaksh], Yoga-Lakshminarasimha and GapeSa at Hampi 
are some such figures. In fact, portraiture was a 
special talent of the Vijayanagara sculptor who could 
1 


create exquisite examples both in meta] and stone, 


available at many of their sites like Tirupati, Chidam-= 


baram, ete, 


During Vijayanagara period, mainly granite, 


which is locally available, was used for their 


structural activities, This made the art historian 
Perey Brown to describe the Vijijayanagara monuments 

as “the monuments of peulderst* Though, it is very 
difficult to work on this hard material, the Vijayanagara 
artist could produce noteworthy examples which have 
attracted the attention of many art historians. As 
elsewhere, at Lepakshi also the sculpture is in the 
round or in high relief as also in low or bas-relief, 
At some places, the high relief sculpture is made in 
cut-out and cut-in fashions Generally the high 

relief figures are larger in size, mainly gods and 
goddesses, mostly depicted on the miltifaceted, complex, 
pillars of enormous size that are usually found in the 
central halls of many mangapas. The low relief 
figures are usually carved on the wall surfaces, 
various facets of linear-pillars, adhishthanas, door- 
frames and other components of the edifice. Such 
figures include story-telling sculptures, demi-gods, 
flora and fauna, symbols and other decorative motifs, 
Inspite of hardness of the material, the Vijayanagara 
artist could succeed in infusing the charm and grace 
in some of his creations, such as Rambha, Mrvasi, 
Gandharva, other gods and goddesses. He could also 
skilfully carve the miniature details of ornamentation 
and floral designs. He succeeded in showing the 
quality of mobility in the sculpture, while carving 
the story-telling scenes. At the same time he has 
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(4) SAIVA DEITIES 

(B) VAISHNAVA DEITIES 
(C) OTHER GODS AND 
(D) DEMI-GODS 


A) SAIVA DEITIES 
1) SIVA 

Siva is one of the popular deities of the Hindu 
Trinity, As at many places, in this temple he is 
represented in many of his various forms like standing 
(sthanaka), seated (2sana), riding (yanaka), dancing 
(nrtta) and also in his special (pratyeka) and 
destructive (samhara) aspects. On one of the pillars 
of Panchanga mandapa, he is shown seated (asana) with 
four-hands, of which the upper ones hold a deer (myiga) 
and a trident (trisila) and the lower are mutilated. 
He is having a jatamakufa head-gear further embellished 
with a human skull in its front. He is decorated with 
various ornaments like Naga-kungalas, udarabandha, 
yajnopavita, necklaces with pearl-studded pendants and 
Naga-manjiras.e He is wearing an ardhoruka held upto 
the waist with a kafisutra, which has hanging tassels. 
There is a long hara of bells and skulls passing upt® 
the knees, His other forms available at the site 


inelude : 


a) SADASIVA 
In this aspect, he is shown with five faces both 


in standing and seated postures, The five faces of 

the god suggest the five-fold aspect of Siva. The 

Saiva &gamas consider this aspect as the highest and 
supreme? The five faces of the god represent Tatpurusha, 
Aghora, Vamadeva, Sadyojata and TSZna and are collectively 
kmown as EE bdasd The Saivites regard these 

heads as symbolising the « soul, material world, 

buddhi, ahamkara and the mind”, The earliest represen- 
tation of this form is the famous SivaliAea from Bhita? 
of 2nd cent. B.C. In the present temple there are two 
such figures carved, one each in the Natya mapgapa and 
the Kalyana mandapa, The former 1s carved on one of 
the pillars in the central halle He is in standing 
posture in samapada, having five heads, al] of which 
are decorated with Kirlyamakuyas and each havine a 
third eye. He is having four hands of which the upper 
hold a damaru and a trident, while the lower ones play 
on a mridanga. He is decked with various ornaments 

on the neck, ear, shoulders, arms, wrists, waist and 
ankles and also wearing an yajnopavita and chest-=band, 
The faces are shown with different expressions. The 


local people call him as Panchamukha Brahma? 


The other figure is carved on one of the pillars 


of the Kalyana mandapa, He is standing in samapada- 
sthanaka attitude inside a trefoiled simhalalata arch 


He 1s also having five faces, all decorated with 


ps 
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KirTta-makuas. The other ornaments include ratna and 
makara kupdalas on the ears, various kapyhabharapas, 
mekhalas, udarabandha, katisutra and a long hara 
extended below his knees, He is having ten hands, of 
which the upper two are in abhaya and varada pose; of 
the remaining, the left ones hold sahkha, dhanush, 
trisila and Sakti, while the right ones hold chakra, 
bapa, ankusa and gamaru, He wears a puryoruka. The 
same god with the same details is depicted in the 


painting on the ceiling of the Natya mapdapa 


At two more places, 1.e., on the lintel of 
pipandsesvara shrine and northern entrance to the 


Natya mapdapa, the panchatatva aspect of iva? 


is 
carved in a different manner, where Siva is shown 
seated in padmasana having a single head with Kirlfa- 
makuta, having six hands holding five pots. The five 
pots, i.e, two in two upper hands, two in the middle 
ones and one in his lower two hands may personify the 
five tatvas as referred to above. His face is serene 
The same aspect is graphically painted on the ceiling 
of the southern varandah of the maha mapgapa, where he 


is shown being worshipped by rishis, who are wearing 


[4 
both Saiva and Vaishnava marks on their foreheads, 


b) DAKSHINAMURTT OR DHARMA VYAKHYANAMURTT 


y 
It is one of the twenty-five forms of Sival! 


He is engaged in yoga or philosophic contemplation 
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under a banyan tree in the forest, after destroying 
Daksha's sacrifice. Tnis aspect of Siva is carved on 
one of the pillars of the maha mapdapa (central hall) 
facing south. He is seated in Lalitasana pose. He is 
having four hands, the upper ones holding a deer (mriga) 
and a snake, while the lower left is in vyakhyana mudra 
and the right touching the knee. The hair is in Jata- 
bhara style. Similar figure is painted on the ceiling 
of the same mapdgapa with the same detajls, 


¢) NATARKJA (Prince of dancers) 

It is a well known form of Siva often found in 
almost a]1 the Saiva temples. In this temple 2150, 
this form 1s carved on two pillars of the Natya mapdapa. 
He is in dancing pose trampling an apasmara (P17, B-3) 
a demon of darkness” who is holding a sword and a 
shield in his hands. The god is wearing a jafa-makupa 
decked with the diadem of a human-skull while the matted 
hair (jatas) are stretching out at the sides. He wears 
makara and ratna kupqgalas on his ears and various other 
ornaments around the neck including a Jong kapala-mal2 
He is having four hands of which the upper two carry 
the kettle-drum (damaru) and fire (agni), while the 
lower are in abhaya and varada, Interestingly, the Sun 
and the Moon are carved on either side of his Kirlta- 
makuta. The aspect of dance is described as Ananda- 
Tapdava which implies whirling quickly round on one leg 


which is placed on the back of apasmaral) 


4) BHIKSHATANANTRTT 

It is one of the special (pratyekamirt1) forms 
of Siva so assumed to get rid of the sin of cutting one 
of the heads of Bresng It is often found in every 
south Indian temple. In this temple also there are 
two sueh figures of which one is carved in bas-relief 
on a granite boulder at the back of the Sivelinga 
inside the sgarbhagryiha of Pipandsesvara shrine and the 
other carved in half-relief on one of the pillars in the 
central hall of the Natya mangqapa. In panelling, both 
are same in execution of details, but the latter is 
grand and superb, really a masterpiece of Vijayanagara 
art tradition (P1. VI, A). He is carved inside a makara- 
torapa frame in moving pose having four-hands, of which 
the upper ones carry a kettle-drum (dGamaru) and a trident 
(trisula) which is kept resting across the shoulder, 
while the lower right hand of the {image touches the 
mouth of an antelope, while the left holds a kapala 
(skull). He is wearing a high japamakuta. The long 
jatas coming out of the head-gear are extended upto the 
knees. He is wearing a beaded kapthamala and two 
kapthabharapas including a long kapalamald extended 
beyond his knees, The other ornaments include a 
channaveera-vaikakshaka, mekhala, anklets, wristlets, 
keyuras and makara kupdala on the left ear and ratna 


kundala on the right. On either side of his head Surya 
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and Chandra are carved. The right leg is slightly bent 
(Kunchita) and the left is firmly placed in the attitude 
of walking. To his right leg; below the knee,.& bell 
chain (bhyingapada) is tied. He is accompanied on his 
left by a dwarf demon, who is called Kupgodara with 
protruding teeth, carrying on his head a begging bowl 
fully f111ed. One of the rishipatnis is serving alms 
with a 1adle (spoon). 


e) KALYANASUNDARAMURTT 


In this scene, Siva is depicted as a bridegroom 
and 1t is available throughout India. But during 
Vijayanagara period, it is quite often depicted in long 
panels on several parts of their temples. Usually 1t 
is a lonze panel wherein along with the bride and 
bridegroom all the chief guests of the marriage are 
depicted. In the central hall of the Kalyapa mapdgapa 
they are 211 shown on individual pillars among which 
on one of the pillars Siva and Pirvatl are carved in 
standing pose accompanied by a rishi who is paying 
homage to the couple. In this aspect, he is also called 
Vaivahikamart], He is shown standing in dvibhanga pose, 
wearing a jata-makuta head-dress and other ornaments 
like katisUutra, yajnopavita, udarabandha, manjiras and 
other haras and ornaments. His upper hand holds an 
axe (paraSu) and a deer (myiga), the lower right is in 


abhaya and the left is holding the rieht hand of 
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PirvatIbor Uma who is standing by his left. She is shown 
standing in tribhnanga posture and richly ornamented, 

She is holding a lotus with a long stalk in her J1eft 
hand, She is shown with two hands only. The same 
aspect of Siva is graphically depicted in painting on 
the ceiling of the Natya mapdapa (Pl. XV, B) along with 


a host of guests, 


f) UMASAHITA OR DEVISAHITAMURTT 

This type of sculpture of Um and Siva, shown 
seated together, is depicted on a g01d plaque of earlier 
date found at Jalan? Later, such figures are found at 
several places in India, In this temple, such figures 
are available at four places of whieh one is depicted 
on the outer face of inner enclosure while depicting 
the Bhakta Siriyaya's story. Siva and Un are shown 
seated in the first scene along with Bhyingl and yisnlJs. 
Again on the same wal], at the end of the story, they 
are shown riding (yanaka) a bull and blessing the 
Siriyajya and his family. In this aspect, he is also 
called Vyishabharughamurti. Again at two more places, 
one on the same enclosure, as a part of Kiratarjunlya 
story and another on the entablature of maha mapgdapa, 
Siva and Um are shown seated on the bull and presenting 


the PaSupatsstra to Arjuna. In the same story they also 


appear as Kirata and Kirati. They are also depicted in 


the same fashion in the paintings of the Natya mapgapa 
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and maha mapdapa as part of the same storys 


8) BHATRAVA 

It is one of the destructive (Samharamurtl1) 
forms of Siva. Tantrasara mentions eight forms of 
Bhairava fit to be worshipped!” In this temple, at 
four places, the Bhairava form is found, among which 
the one on one of the pillars of the Kalyana mapgapa is 
carved in a standing pose. He has four hands of which 
the upper two are broken and the lower hold a deer 
(myiga) and an axe (paraSu). He is naked and his head- 
gear is in jafamakupa, decked with a human skull. He 
wears a long kapalumala of five skulls. There are two 
such figures on the pillars of mah8 mapgapa of which 
one is in dancing pose and the other a Kala-Bhairava 
form. The latter is in standing pose, having four 
hands, the upper two hold trident and gamaru, while the 
lower ones have a severed human-head and a bowls A 
dog 1s shown.below, In the second example which 1s 
carved on one of the pillars of the Nafya mapqapa the 
same aspect of Kala-Bhairava again is carved who is also 
shown with four hands, the upper two hold a trident and 
a gamaru, while the lower ones have a sword and a human 
head, His vahnana, a dog is seen licking blood dripping 
from the severed human-head, He is wearing a long 
kapalamala and the hair is arranged into a jayabhara 


style. His face is ferocious with protruding teeth. 
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It is a representative example of Vijayanagara arte 
Similar figures are also painted on the ceiling of the 


Natya mapdana. 


h) GAJASURASAMIKRAMURTT OR GAJANTAKAMTRTT 

It is one of the destructive (Samharamirt1) 
forms of Siva carved on one of the two faces of 8. corner 
(south-eastern) pillar in the central hall (maha 
mapdapa). He 1s having six hands of which the upper 
two are stretched and hold the skin of the elephant- 
demon Gajasura, the middle ones are holding a gdamaru 
(Kettle drum) and fire (agni), while the lower two are 
abhaya and varada mudra. He is in dancing pose trampling 
an asura who is trying to attack the god with a long 
sword, He is shown with jatas, protruding eyes and 
teeth. He wears a kirltamakufa, makara and naga-kupdgalas 
on his left and right ears respectively and kankapas 
on the arms, mekhala and yajnopavita The setting and 
execution of the panel is superb and the details are 
meticulously attended to. It isa classic example of 


Vijayanagara art. 


1) ANDHAKASURASANHERAMTRTT 

It is also one of the samharamartis of Siva. 
This aspect of Siva is carved at two places, One of 
the corner (north-western) pillars of the maha mapgapa 
central hall is having an interesting one with full 


details, Here Siva is shown trampling an asura with 


pk 
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full force keeping the right leg on his head and left 
on the hip. He is having four hands of which the upper 
two are holding a bow (dhanush) and fire (agni), while 
the lower ones firmly hold a long trident pierced into 
the body of asura, He is wearing a jJata-makuta, 
channaviravaikakshaka, malas, kapthabharapas, ratna- 
keyuras, mekhala, anklets and a long hara extended upto 
the knee. In another example, he is shown piercing a 


trident into the body of the asura, 


2) VEERARHADRA 

He is one of the Siva ganas] He; jis said te heave 
sprung from a lock of Siva's hair when the latter was 
in rage after hearing the bad news of his wife's Jumping 
into ‘her father's sacrificial fire. From the fire of 
his anger came into existence this terrific forme. The 
Si1paratna mentions three varieties of Veerabhadra 
(Sattivik, Tamasik and Rajasik) with two, four and eicht 
arms!” In this temple, there are four seulptures of 
Veerabhadra, of which one is the main deity in the 
Veerabhadra shrine being worshipped as Mulabera. He 
is in standing (sthanaka) pose, his four hands hold 
khadga, dhanush, bapa and a shield, He wears a kirlpa- 
makuta and other ornaments like kapthi, udarabandha, 
mekhal5, mukta-yajnopavita, along with kapalamala. 
On his right side, the waist band is provided with a 


sharp dagger of beautiful designe He is also wearing 


[ek 
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vritta-kupgalas. On his kirija-makupa on the right 

and the left sides, the symbols of Surya and Chandra 
are carved, In the centre, 4 Sivalinga on a panivattam 
is depicted, He is wearing high sandals. He is in 
dvibhanga pose placing his right leg firmly and left 
slightly lifted up. He is having the third eye and 
side-tusks. The waist band is also further decorated 
with simhalalata buckle. On his right side, the figure 
of Daksha is carved in anjali-hasta and with ram's 
head, At the same time, his severed head is also 
depicted on his left near his feet. He wears purporuka, 
chest-band, (udarabandha), kanthabharapas, wristlets 


and anklets. 


There is another fizure which is a replica of 
the above, carved on a small scale on one of the pillars 
of mahS mandapa, In details, it is similar. In addition 
there are two more figures, of which one carved on one 
of the pillars of the Kalyapa manpdapa, though small in 
scale, is complete in details including a small figure 
of Daksha standing in anjali-mudra. Even some of the 
miniature mandapas carved as part of the decoration 
either on the pillars or on adhishthana-mouldings have 


Veerabhadra sculptures. 


[4 
3) GANESA 
He™is otherwise ‘called GagpapatL,y=bHe chlei~al 


ganas. He is depicted at thirtyone places, Ina majority 


eS 


of cases, he is shown seated and having four hands. 

He is also carved in other postures, standing and 
dancing (nptya). The monolithic sculpture carved on 
the natural granite boulder of the backside of the 
Veerabhadra shrine 1s seated in Savyalalitasana, the 
upper two hands holding a goad (ahlusa) and noose 
(pasa) while the Jower two hold a trident (trisila) 
and a bowl of sweets. He is wearing a kirlpa, 

several haras and a long ya jnopavlta as also wristlets 
and anklets, His vehicle, a mouse, is carved on the 
pedestal (pltha). Itisof2x175m dimensions 

and largest of the group. On one of the pillars 

of the maha mandapa, he is shown peculiarly wearing 
an under-garment of leaves (patra-vastra). In the 
same mapqapa, on another pillar, he is shown having 
two hands only. In the central hall of the same 
mapgdapa on one of the pillars, a beautiful example of 
dancing (nytya) GapeSa is carved. He is having four 
hands, the upper hands holding a goad (adikuSa) and a 
noose (p೩5), while lower, a danta (tusk) and a snake 
(sarpa), There is a gapa below, playing ona mridangae 
On one of the central pillars of the kalyapa mapdgapa, 
another beautiful example of GapeSa standing in samapada 
pose is carved in half-relief (Pl, IV, B).e He jis 

also having four hands, the upper ones holding an axe 
(parasSu), a noose (pasa) and lower a tusk (danta) 


and in varada, touching his left thigh. The figure 


Bi 


is carved in cut-in fashion having a makara-torapa 
with simhalalaa a1] around, He is decked with 
various ornaments and a long garland (vanamala) 
extending below the knees, But his vehicle is not 


carved. 


4) DEVIS 
Along with Saivite gods, some goddesses are 
also carved on the various parts of the temple, They 


are 


a) DUG 

The female counterpart of Siva is worshipped 
along with Siva as well as individually. In the 
latter aspect, she has either four or eight hands. 
Durga has nine forms. The figure which is carved on 
one of the pillars of the mah8 mapqapa is in seated 
posture. She is having four arms, holding a trident 
(trisile), damaru (kettle-drum), khagga (sword) and 
a bowls She is wearing a karapga-makuta and various 
other ornaments at the neck, waist, wrist and ankle 


ete. She has a terrific countenance 


b) MAHTSHASURAMARDINT 

On one of the pillars of the maha mapdapa, she 
is carved in a most ferocious form, having four hands, 
shown attacking an asura, who is holding a sword and 


shield in his hands, It isa life size sculpture in 
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standing pose wearing a karapga-makuta head-gear. In 
her upper hands she holds a khagga and a bowl, while 
the lower ones hold a trident firmly pierced into the 
body of the asura, There is a jwala in her prabhavaji. 


She is wearing a long kapalamala. 


ce) EPARVATT OR UME 

She is carved on one of the pillars of the 
Natya mandapa in full relief. She is standing on a 
makara-pitha or a pedestal. She is holding a lotus 
bud in her left hand and the right is in varada, She 
wears a breast-band (kucha-bandha) and 1s profusely 
decorated with various ornaments like karanga-makuta, 
kapthabharanas, ratna-kupgales, richly desiened mekhal®2 
etc. There is another sculpture inside a Farvatl 
shrine. She is carved in samapada pose having four 
hands, the upper ones hold a lotus and a 111y, the 
lower are in abhaya and varada pose. She is also 


carved inside a simhalalata-frame. 


4) BHADRAKALT 

One of the minor shrines, enshrines this 
sculpture. She is standing in tribhanga pose having 
kept her left 1eg firmly, while the risht is lifted 
up (Kkunchita-pada) slightly. She is having four hands, 
the upper ones hold a parasu and gamaru, while the 


lower a trident and a bowl. She is wearing a karapdga- 
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makuta, breast-band and haras including necklace, 
mekhal2, mupdamal8. She is carved inside a simhalalata 


frame. She is also wearing vritta-kupgalas on the ears. 


B) VAIS NAVA DEITIES 
1) VISHNU 

He is carved at five places on some of the 
pillars of the maha mapgapa, western cloister and 
kalyapa mapgapa, At al] the places he is shown standing 
in samapada, having four hands, of which the upper two 
hold 8 conch (Sankha)and a lotus (padma), while the 
lower are in abhaya and varada mudra. He is wearing 
various ornaments and a kirlya-makuta and vanamal8 
extending below his knees. Even the presiding deity 
in the Raghunatha shrine is shown in the same fashion 


and attributes, 


a) NARASTHHA 

It is one of the incarnations of Vishpue During 
Vijayanagara period, this aspect of Vishpu received 
more popularity and his sculptures in various poses 
are carved in the temples. In the Veerabhadra temple, 
he is carved at five places, mostly on the pillar-faces, 
of which one each is in the western cloister and the 
Homa mandapa and two in the maha mapngapa where he is 
depicted in his yoga aspect, He is shown with four 
hands, wearing a kirlta-makufa and other ornaments 


around the neck, arms, wrists and ankles. He is seated 
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on a pedestal in yogasana by way of tying his folded 
legs with a yoga-patta, In his upper hands, he 1s 
holdine a conch (Sadkha) and a wheel (chakra), while 
the lower hands stretch on his folded knees, It 
seems that this posture of the god was very mwh 
familiar with the sculptor of the Vijayanagara period, 
because we find such fizures on many temples of the 
period, In another place, on one of the pillars of 
Kalyapa-mapdapa he is shown in the usual sthana-pose, 
tearing the entrails of the demon king Hranyakasipu 
with two of his hands, Similar ficure is also carved 
on one of the projected beams of the entablature of 
the maha mapgapa, But here he is shown with eight 
hands. In addition to the above, there 1s Kevala- 


*°, 20 
narasimha 


aspect of the god carved on one of the 
pillars of the Kalyapa mapgapa. In this aspect he is 


shown with folded 1egs and the hands are resting on theme 


b) KODANDARRMA 

This form of the god holding a long bow on his 
shoulder 1s carved at six places, one each in the 
northern and western cloisters, two each in maha mapdapa 
and Kalyapa mapgapa. At al] the places, he is shown 
standing |samebhaiga, wearing a kirita-makuta, having 
two hands holding a bow (dhanush) and arrow (bapa) 
and wearing ornaments (abharapas) and also a long 


garland (vanamala) extending below his knees. 
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c) VAVANA 

It 1s one of the incarnations of Vishyu in the 
form of a dwarf, He 1s otherwise known as Trivikrama, 
‘the god who took three strides", which he took to 
vanquish Bali, the virtuous king of the Rakshasas and 
the great grandson of Hirapyakasipue The figure of 
Vamana is carved on one of the pillars of the Kalyapa 
mapgapa as a short statured man, wearing Vaishpava 
marks on the fore-head carrying a chhatra or an 
umbrella in his left hand and a water jug in the 
right, and wearing a dhot] upto the ankles. 


a) KOURMAVATERA 

On one of the pillars of the mah mapgapa, 
this incarnation of Vishpu 1s carved in which the 
upper half is shown as Vishnu having four hands holding 
the attributes Sankha, chakra, ¢ad8, padma, while the 
lower half is shown as a tortoise, The same form of 
god with similar details is painted on the ceiling 


of Raghundtha shrine. 


e) KRISHNA 

He is depicted mostly in two of his child-hood 
forms, such as Kaliya-mardana and Bala-krishna. The 
former is depicted at seventeen places as a boy killing 
the wicked and the deadly serpent Kaliya. Krishpa 


stands on the broad hoods of the snake and dances, 
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Though the same is carved at seventeen places, the 
details of the sculpture are not uniform at all the 
places. Normally, the serpent should have five hoods 
on which the god should stand in dancing pose, But 
this is shown at very few places. At many places, 
Krishpa is shown fighting the serpent by holding its 
tail and the serpent is shown with a single hood only. 


In addition to the above, some of the other 
boyhood acts of Krishpa are skilfully depicted on the 
various parts of the temple in bas-relief, At three 
places on the pillars of the maha mapdapa and the 
napya manqapa, he is shown crawling and playing as a 
boy. At two places, one in the western cloister and 
other in the nafya mapdapa,he is carved as a boy eating 
a lump of butter with a charming smile on his face, 
Similarly, on one of the pillars of the maha mapdapa 
he is shown playing on his flute (murali). In another 
place, on one of the pillars of northern cloister, he 


is shown as a boy tied to a mortar, 


2) HANUMAN 

He is a great devotee of Vishpu, intimately 
connected with his incarnation as Rama. In south 
India he is a very popular god. In this temple itself 
he is depicted at thirtyfive places, mostly on the 
pil1lar faces. They are small in size and carved in 


low relief. Ina majority of places, he is shown 


wb 
[ee 


keeping one foot firmly and another slizhtly bent 
(Kunchitapada) suggesting mobility. In two instances, 
he is shown standing in samapada pose. On one of the 
pillars of the Natya mangqapa he is carved as flying 
In a majority of cases, his hands are shown in anjali, 
otherwise one hand is lifted up and the other holds 

a lotus bud, In few instances, he is wearing a kirlya. 
He 1s always shown wearing a vanama]ls and ornaments on 
hands, legs, neck, ear, ete, His hair are shown tied 
in a bun at the back. He is always shown wearing 
ardhoruka upto the thighs. In Uyala maydgapa, a life 
size figure of the god 1s installed, 


3) GARUDA 

He is the vehicle of Vishpu and his presence 
in a Vishpu temple is a must. He is always installed 
risht opposite to the garbhagrj}ha facing the main 
deity. He is usually seated in veerasana, sometimes 
in padmasana also with hands in anjali mudra. At some 
places, he is seated very near to the main god, In 
this temple, such figures are found one each in the 
northern cloister, Kalyapa mapdapa, Raghunatha shrine 
and Naya mapdapa and three in mah5 mapdapa. The one 
in Raghunatha shrine is shown in the same panel along 
with Vishpu. In other places he is depicted on pillar 
facets, At all the above places, he is shown in his 
usual kneeling pose. He is shown with a kirlpa-makupa 


and with hands in anjali and with a curved or beaked nose, 
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4) DEVI FIGURES 

Along with the Vaishpava gods, some goddesses 
are also carved, both individually and also in the 
company of their counterparts. The following Vaishpava 
goddesses are available in the temple under study. 


They are 


a) LAKSHMT 
She is chief among Vishnu's consorts. She was 
obtained from the ocean of milk while churning for 


ambrosia and later became the consort of Vishpue! 


She 
usually has four hands, if she is depicted individually; 
otherwise in the company of Vishpu, she has only two 
hands. In the former aspect, she is carved at four 
places on the various pillars of the Kalyapa mapgapa 
and the Maha mapgapa She is shown having four hands, 
seated in padmasana, the upper hands hold lotus buds 
and the lower ones kept in abhaya and varada pose. She 
is wearing a karanda-makuta and several ornaments like 
kanpthabharapas, mekhala, keyuras, kankapas and anklets. 
The one in the Kalyapa mapdapa is carved inside a niche 
and is decorated with makara-torapa with Kirtimukha 
apex and 1s wearing a breast-band (kucha-bandha). She 
holds a gadS in one of her hands. A lotus is carved on 


the pedestal, 


b) GAJALAKSHMT 
In this aspect, she is usually found on the lintel 


1c 


of the main shrine. Generally she is carved seated 
either on a lotus flower or on a pedestal and two 
elephants are shown flanking and pouring water on her 
head with pots. The other details are the same as 
described above. Such fizres are carved on the lintel 
of a small brick temple abutting to a large monolithic 
boulder on the eastern side of the maha mapdapa, on the 
garbhagriha entrance of RasghunAtha shrine and on the 
main entrance of Pikas315. In the last place, she 1s 
shown seated in padmasana and holding a padma (1otus) 
and a kalasa (pot) in her two hands. No elephant is degictd4 


on either side. She may be Annapurna aspect of Lakshm]. 


C) OTHER DEITIES 

The other deities include « 
1) GoDS 
a) BRAIMA 

He is the first member of the Trinity. In the 
Satapatha Brahmapa and Mapgqukdpanishad, Brahm®. is 
deseribed as the first of the gods and creator of the 
universe? In this temple, he is depicted at five 
places. On one of the pillars of the Kalyapa mapdapa, 
the god is shown seated in padmasana by the side of a 
fire altar, He has three faces and four hands. The 
neads are decorated with kirifa-makufas. The upper 
hands are held with Sruk and shruva, while the lower 


left has a kamanpdalu (water pot) and the right is kept 


over the thigh. He is wearing the ornaments like 
mekhala, keyuras, yajnopavita and udarabandha, In the 
same mapqapa, another figure of Brahma is also carved, 
He is also having three heads and four hands, but he 
is ina standing pose, His upper hands hold a noose 
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(pasa) and spoon, while the lower ones are broken. At 


another place, on one of the pillars of the Natya mapgapa 


(Pl. I, B-l), when Siva and an apsara are dancing, 
Brahma is shown playing on cymbals. He is shown with 
three heads, having kirlta-makufa, a beard and four 
hands. The upper two carry a lotus (kamala) and the 
book, while the lower ones have cymbals. His vanana, 
the swan, is carved on the pedestal, Again in the 
sculptures of Bhakta Siriyla's story on the outer face 
of inner enclosure, in the first scene, along with 
Siva and Vishpu, he is also shown seated. So also on 
the entablature of the mah5 mapgapa where Siva's 
marriage scene is depicted, he is depicted as a priest 


performing the marriage, 


b) DATTATREYA 

He is considered to be a form of Vishnu, but 
partakes the nature and qualities of the Trinity” 
CE icanabe He is carved on one of the 
pillars of the Natya mandapa in the central hall. He 


is shown standing, having three heads and four hands, 
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of which the upper two holds a gada and noose (pasa) 


while the lower ones play cymbals, because Rambha is 
carved in dancinz pose on the other side of the same 
pillar. He is having a kirita-makufa on three heads, 
makara-kupgalas on the ears, kapthi, yajnopavita, 

armlets and wristlets,) as also mapimekhala and a long 


nara extended below his knees and ankletss 


c) SUzva 

In addition to the symbolic representation as 
mentioned earlier, he is also shown in anthropomorphic 
form at nearly «ix places, of which at two he is shown 
standing inside a circle which may also denote the 
symbolic representation. He is having two arms holding 
lotus buds. No chariot is carved. But on one of the 
pillars of the Somavara mapdapa, he is shown riding a 
chariot drawn by seven horses. Again at three places, 
on the pillars of the maha mapgapa, the god is shown 
standing and holding lotus buds in his two hands, At 
one place, instead of showing the lotus=flowers in the 
hands , they are shown separately flanking the god. It 


is an interesting feature which is rather rare, 


d) CHANDRA 

He is shown both symbolically as well as in 
anthropomorphic forme. The former is already referred 
to above. In the latter form, he is shown at two 
places in the mah5 mandapa, in standing pose with 


hands in anjali. At the back of his head, half-moon 


is shown as identification mark, 


e) DIKPALAS 

In a Hindu temple their depiction in their 
respective places as guardians of the directions jis 
an usual practice, accepted by the ೬೬s ಲ In tals 
temple also such fizures are found at two places, i.e, 
on the pillars of the Kalyapa mapgapa and on the 
central hall ceiling of the Natya mapdqapa. In the 
former place, they are carved on individual pillars 
in life size, in half-relief, while in the latter, 


in a very small size on some of the ceiling slabs, 


The fizures that are available on the pillars 


of the Kalyana mangapa include : 


i) INDRA 

He is the lord of east and shown standing in 
samapada. He wears a kirita-makufa and other ornaments 
He is having four hands, of which the upper two hold 
thunderbolts (vajra) and the lower ones are in abhaya 
and varada mudra. The head of his vahana, the elephant 
(Airavata), is carved on the pedestal on which he is 
standing. In the similar fashion hiss figures ere 
painted on the ceiling of the Natya mapgapa and also 


in the Maha mapdapae 


11) AGNI 


He is the greatest manifestation of energy on 
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earth. He is the lord of south-eastern quarter of the 
universe. He is also carved on one of the pillars 
standing in dvibhanga pos} inside a trefoiled makara~ 
torapa having simhalalaa end. He is having two faces 
(dvimukha), four-hands (chatur-hhuja) of which the 
upper ones hold a fan and a spoon and the lower in 
abhaya and varada pose. He is also richly ornamented 
with kirlta-makutas, keyuras, kapthabharanas, udara- 
bandha, yajnopavita and mekhala, He wears an ardhoruka 
and a long mala extended beyond his knees. His vahana, 
the ram, with curved and down-turned horns is carved 


on the pedestal on which he is standing. 


111) YAMA 

He is the lord of southern region of the universe, 
He was referred to in Rigveda as a son of vivadvet2 
Later, he was considered to be the god of death, He 
is carved on one of the central pillars of the Kalyapa 
mandapa, standing in samapada sthanaka posture. His 
face is in raudra with wide open eyes and mouth with 
fangs at the sides, He has four hands of which the 
upper two hold a gad3 and a noose (p8೩), and the lower 
are in abhaya and varada mdras. He jis wearing a 
kirlfa-makuta, Kundqales, necklaces, udarabandha, 
mekhal8 and a purporuka. His vahana, the mahisha 
(buffalo), is richly caparisoned and is carved standing 


on the pedestal on which the god is standing. He jis 
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also carved on one of the pillars of the Mah3 mangapa, 
mounted on his vahana and having his hair in CHL 
jatas. He is having four hands, the upper ones hold 

a snake and a bowl while the lower ones hold a veep 


on which he is playing. 


iv) VARUNA 

He is another important deity of Vedic oriein. 
He is the lord of rain water and sea and euardjian of 
the west. He is depicted on one of the pillars standing 
in samapada pose, havine four hands of which the upper 
ones hold a noose (p52) and the lower kept in abhaya 
and varada mudra. He is in saumya countenance. He is 
also decked with various ornaments. His waist-band is 
richly ornamented with central Kirtimukha buckle. He 
is wearing a purporuka. His mount, makara, is carved 
on the pedestal on which he is standing. In the 
similar fashion he is also depicted in paintings on 


the ceiling of Natya mapdapae 


v) VAYU 

He is also a Vedic deity, the lord of the wind, 
and the guardian of the north-western region, considered 
to be the father of Brahm? and Hanumin>” He is carved 
inside a makara-torapa having simhalalBta end (PIV, A). 


He is standing in samapada pose, havins youthful 


countenance and a tilaka in the centre of the forehead. 
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He 1s decorated with kirita makups, vudarabandha and 
mekhala ete. He is having four-hands of which the upper 
two hold a flac and a cada (club) and the lower ones 

are kept in abhaya and varada pose. He wears a purporuka. 


His vanana, the stag, is carved on the pedestal. 


vi) KUBERA 

The lord of wealth or giver of wealth is otherwise 
also known as Mhanada and Yaifraven. He is the lord 
of the northern quarter and his figure is also sculptured 
on a pillar in the same direction in the Kalyana mapgapa, 
which presents some interesting iconographical features 
which are not in accordance with the Si1pa-texts He 
is standing in a samapada pose, having four hands, the 
upper ones holding a gada (club) and a khadgga (sword) 
and the lower ones are kept in abhaya and varada mudras. 
He is also wearing various ornaments like richly decorate 
mekhal5 and pirndrnka. His vhana, the horse (Uchhaisrav3), 


is fully caparisoned., 


vi1) ISA 

He is the Jord of north-eastern quarter of the 
universe. He is carved on one of the central pillars 
of the Kalyapya maygapa in the north-eastern direction, 
inside a makara-torapa design with simhalalata end. He 
is standing in samapada vosture. The face is in youthful 


countenance. He is wearing a jafamakupa and a tilaka. 
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He is with four hands, of which the upper ones hold a 
trident (tris1la) and an xe (paraSu), while the lower 
are kept in abhaya and varada pose. He 1s decked with 
various ornaments. His vahana, the bull, is gracefully 
carved, Out of eight dikpalas, Nirruti is not found. 
It may be due to the missing of certain pillars becanse 


the mangapa is not complete. 


As stated above, they are 2lso carved in miniature 
scale on some of the ceiling slabs of the Natya mangapa. 
They are carved in their respective directions along with 
the vahanas. Since they are carved in sm2]1 scale, the 


details of their execution are scanty and less attractive, 


2) GODDESSES 
a) SARASWATT 

She 1s carved on one of the pillars of the Najya 
mangqapa She is seated in sukhasana having four hands, 
of which the left ones holdf a lotus bud and a rosary 
while the right, a book and veepa. She is wearing a 
karandga-makufa, Ikncha-bandha, udarabandha, yajnopavita, 
mekhala and various kapnthabharapas, ydbns-Mpdazds, 
wristlets and anklets. 
b) SAPTAVATRIKAS 

The earliest representations are from Kushapa 
and Gupta Wines In the entire temple there is only 


one panel, that too a loose one, kept near the monolithic 


Naga-sivalinga. They are carved on a granite slab of 
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1.45 X OHS m ina row. Al] are seated in sukhasana 
pose. Excent Chamupdi and Mahesvari, the rest are 
wearing a karapdga-makuta, while Chamupdgi has jafabhara 
and MZhesvar] has jatomakuta. They a1] have two hands 
which hold the attributes of their male counterparts. 
Their respective vahanas are also carved on their 
pedestals. They are usually accompanied by Veerabhadra 
and GaneSa but both are missing in this C45 LSE 


that parts of the slab on either side are broken. 


D) DENT Gos 

Hindu mythology has in its fold a number of 
minor gods and saintly persons such as rishis, naeas, 
dwarapalas, apsarasAs and gays etc. According to the 
Teamas, along with major 00s, these are also required 
to he represented on the temple parts, Their description 
and necessity is incorporated in the Aeama-texts. 
Accordingly, they were always depicted on most of the 


Hindu temples. They are : 


a) GANAS 

These are the 01d demi-gods often referred to 
during Vedic period” According to Nirukta, they are 
included into Panchajanasd! Once they were occupying 
the entire land gi were more powerful, and devas were 
in minority, but subsequently the latter became powerful 


and reduced the asuras to subordinate position as attendant 
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beam-ends, Such fizures are available in the entablature 
of the maha mapdapa and in the central hall of the 


Somavara mandapa, 


b) RISHIS 

Tne word Rishiy” according to Niyrukta, means the 
rays of the Sun and these are said to be seven in number 
born from sacrificial fire-altar, They are again grouped 
in several classes like Maharishis, Brahmarshis, Devarshis 
Paramarshis, Rajar§his etc. They possessed some intution 
and supernatural powers. Various Agama-texts give 
different names to seven main yishis., Such figures are 
often carved on the various parts of the temple. 
Bspecially those that are denicted on the northern 
veripheral pillars of the Kalyapa-mepdape are praiseworthy 
They are life-size fieures carved standing on the padma- 
pithas. They look 01d, with peaceful countenance and 
also having flowing beards upto the chest. Some of them 
wear jata-makuta and others jatabandha hair-styles. 
They are profusely decorated with various haras of 
beaded desiens and yajnopavita and waist-band (udarabandha) 
of rich decoration. ಮ wear dhotis in folded fashion 
and kungalas in the ears. Most of them are having pot 
belly with the richt hand kept in abhaya and also hold 
rosary, while the left is either kept resting on the 
thigh or holds a water-pot. Two of them are holding a 


tambura on the shoulder. Some of them are holding a book 


of palm leaves in the left armpit. In the absence of 
their identification marks and label inscriptions, it 
becomes very difficult to name them precisely, Those 
having kirlta-makuta head-gears may be Rajarshis and 


those with heavy jatabandha may be Brahmarshis. 


Similarly such fizures are carved on some of 
the pillars of Natyamandapa, Maha mandape and Kalyapa 
mangqapa in various attitudes. Some of them are shown 
flying in the sky. They are also seen with gods and 
goddesses. Such fizures with similar details are 
depicted in paintings on the ceilings of Natya mapdapa 


and Maha mandapa. | 


c) PITRIS 

In addition to rishis, certain 01d people with 
their body bent, having beard and the metted-hair tied 
into a bun are also carved on various pillars. They 
hold either an umbrella or a stick in one hand and a 
pot or 2 bowl in another, The bowl in their hand is a 
pindapatra or the vessel to receive the rice balls 
offered to them by their living descendants. It is as 
per the norms prescribed in Vishnpudharmottara. Two 
such fizures are on the pillars of the Kalyapa manqgapa 
and some in Maha mapdapa. Agamas state that pitryis 
are three in number. They are father, grand-father 
and. eveat-erand-fatherd) On some of the pillars of the 


Kalyana mapgapa such 01d people are carved seated face 
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to face. On some of the pillars such figures are 
shown seated with two arms of which the left one is 
stretched on the bent knee, while the right shown in 
4 


2 
suchita mudras 


4) DEVAS 
Along with the asuras, certain gods who could 
not reach the status of individual adoration are also 
carved in several contexts and at several places of 
the temple. According to Nirukta, Devas are also 
included into Pafichajanasd? They have two arms, wear 
kirita and other ornaments and hold various weapons and 
objects in their hands, Some such fissures are carved 
on the adhishghanas of the Natya manqapa and the Maha 


mapdapa as Bharavahakas. 


In the Maha mangapa, on one of the pillars, a 
life-size sculpture similar to above is carved in 
detail§ Plate IV, A). He is having two hands, of which 
one supports the weizht of the structure and the other 
is placed on the right thich. He 1s 10cally known as 
Panchala-purusha. The fiznure is profusely ornamented 
with a kirlpa, makara-kungalas, kapthabharapas, ndara- 


pandha, yajnopavita, mekhala, keyuras, kankenpas. 


Similarly, several gods with two hands are 
carved on various pillars of the Natya mapdqapa decked 


with various ornaments. Some of them are shown as 
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musicians playing on various musical instruments. 


Even on the simple pillars of the varios cloisters 
several such figures are carved holding objects like 
letiis bud, ‘snake, sword and shield, club ete Rene 
of their hands. Some of them are shown in Anjali- 
hastas also. On one of the pillars of the Nayya mapdapa 
a demi-zod with horse-face is shown with two hands 
playing on the Tambura and wearing a kirita and other 
ornaments. In similar fashion Nandiswara, another demi- 
god in human form with bull face, wearing kirita and 
other ornaments is depicted on two pillars. He is 
playing on the myidanga. So also Bhring1 is carved on 
one of the pillars of the Natya mapqapa with two hands 
and three legs. His hair style is in a long plait. 

He is in dancinzs pose and with hands kept in abhinaya 


madras. 


Such demji-gods are also shown mounted on galloping 
vyajas on the pillars of various mapqanas. They hold 


long swords and other war weapons. 


e) DVARAFALAS 

The door-keepers flanking the entrance in a 
Hindu temple is a common phenomenon. They bear different 
names on the basis of the place of their duty. In 
Lepaksh1i temple, such figures are available at the main 
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entrances of Papanasesvara, Veerabhadra, Razhunatha 
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shrines, the entrance of Pikasa15 and the two door-frames 
of northern entrance to the Natya mapgapa. They all have 
four hands. The figures at the Pakasa1a and the Raghu- 
natha shrine hold Vaishpava attributes, while the other 
has Saiva attributes, The fizures on the Pipanisesvara 
door=frame are in dancing posture. Some of the above 

are standing with cross legs leaning over a club (gad8). 
They are a11 decked with various ornaments. The 

Saivite dvirapilas wear either a tilak or a tripundra, 
while the Vaishpavas a mamam on their forehead. The 
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Saivite dvarapalas are shown with side-tooth projected. 


f) APSARASAS 

They are so called because they are said to have 
sprung from the waters when it was churned for ambrosia 
(amyite)3 They are believed to be the celestial nymphs. 
In the Ramayana, Ravana considered them as courtesans. 
They are said to be seven in number. Some of themare 
Rambh3, Tilottamd, Urvasl, Vipul, etc. The Keamas 
prescribed such fizures to be carved on the temple parts 
as with slender waist, developed breasts, pretty 
appearance and decked with various ornaments. The 
figures with the above features are carved on some of 
the central pillars of the Natya mapdgapa (P1. VI, B) 
and the Maha mapdapa. The celestial nymphs elegantly 
standing on the door=jambs of northern entrance to the 


Natya mapdapa and several damsels carved in low-relief 
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on the pillars of various mapgapas fall under this 
category. Some of them stand either on makara (P1.VI1,B), 
(crocodile) or fish which represent the water, the 

place of their origin. They are shown in elegant poses, 
dancing and standing with one leg firm and the other 
bent. In the latter form, they hold a creeper that 
originates from the mouth of a makara on which they 
usually stand, Most of them are richly adorned with 
varieties of ornaments. Their hair are dressed into a 
huge bun and further decorated with haras and flowers. 
They wear different types of costumes. In dancing pose, 
they wear tight jacket and skirt with folds, otherwise 

a saree extended upto the ankles. The above fizures 

in the temple are really the masterpieces of Vijayanacara 


art. 


g) GANDHARVAS 

These are another catezory of demi-gods mentioned 
in the Atharvaveda said to be a class of ೫0853? dwelling 
in the sky, skilled in medicine and music They 
assumed at will, handsome appearance and seduce the 
unmarried female folk on_ the earth. To avoid such acts 
and to keep them happy, people on the earth worshipped 
them. Accordingly, their sculpture found a place on 
Hindu temples. Sayapa explains them as male counterparts 
of Apsaras. They are said to be 6333 in number, Such 


fisures are carved on the pillars of the Maha mandapa. 
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and the Natya mandana. They are usually shown flying in 
the sky which is symbolically represented, They are 
shown with two hands, often depicted playing on msical 
instruments and sometimes holding a lotus bud. They 


wear kiritas and other usual ornaments. 


h) KINNARAS 

They are also called maya? half-human and 
half either animal or bird, Such fizures are carved 
on the various parts of the temple. They are found 
nearly at twenty-two places, mostly on pillar facets and 
on walls preferably near the entrances. They all wear 
kiritamakupa head gear, various ornaments around the neck, 
ears, waist and hands, They are shown worshipping a 
Sivalinea. A better example of the same is carved on 
the zfizht side wall of the northern entrance (Pl, VIII,B) 
to the Natya mapqapa and also on one of the pillars of 
the Natya mandapa and the Kalyana mapdapa. A Kkinnara 
figure is carved showinz the upper half human and the 
lower as bird, In the same mapgapa another figure of 
similar appearance is also carved flying in the sky. The 


latter is symbolically represented as a boat. 


i) KINNARTS 

These are also female counterparts of the Kinnaras. 
Such figures are found at four places i.e. two on the 
pillars of Panchanga mapndapa and one each in mahz. mangapa 


and Natya mapdapa. At the above places, they are depicted 


half female and half bird (P1.VIII, A). The kinnari 

is shown wearing a karapdamakuta type of head-gear, 
kupdalas to the ears, several haras around the neck and 
kankapas and keyuras on the arms, holding a veepa in 

the right hand while the left is kept in vyakhayana mudr32 
Such fisres are also shown in paintings on the ceiling 


of the Natya mapdana. 


j) NAcAs 

Nagas according to puranic texts are a race of 
serpents inhabiting the PFatal1s1oka. The Y¥ahabharata 
and the Verahapurana designate the Nagas as the sons of 
Kasyapa and Dakshayani and in the former, they were also 
told to be the sons of Kadru and Kasyapa. They are 
worshipped by Hindus on panchami-day in the bright half 
of the month of Srvana, the day of their birth. They 
are usually set under Pipgal tree and worshipped 
occasionally. Especially the childless Hindu women 
instal them and worship on the above mentioned day to 
beget children. Several Hindu temples contain such 
figures. In this temple there is a separate pillared 
mapdapa dedicated to Naga stones called Naga mapdara. 
There is a raised platform at the centre on which several 
Naga-stones are installed. AMhSumadbhedZgama states that 
Naga-devatas should have’ four hands, three eyes, beautiful 
countenance and ornaments, while Silparatna says that 


they should be half-human and half-serpentine in shape, 
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should have one, three, five or seven hoods, split- 
tongues and should carry shield and sword, Most of the 
Naga seulptures found in the above mandapa possess the 


norms mentioned in Si1paratne text 


II. SECULAR SCULPTURE 


Numerous human figures are carved on varjous 
parts of the temple. They include ascetics, devotees, 
warriors, commoners, musicians, dancers, amorous fizures 


and achfryas. 


(a) ASCETICS 

They are carved in numerous postures. Some of 
them are shown seated in various yogasanas and in mudras. 
They have long jatas invariably tied into a bun. They 
wear long robes and have hands either in vyakhyana (ahs 
chin-mudra. Some of them are shown seated in savya- 
1alitasana, In some instances, an ascetic is shown 
seated in padmasona with one of his hands resting on 
yogadapqa, and the other holdins a rosary. On one of the 
pillars of the Natya mapdapa, a saint is shown seated on 
a tiger in yogasana with his folded 1egs tied by a 
yogapatta and hands kept stretched on the folded knees. 
In similar fashion several ascetics are shown in the 
same yogic posture seated on a fish*? SS LIE) 


Such fizures are found at nearly twenty five places. 


In the same way, some are shown floating in the sky. 
Tne sky is symbolically represented in the form of a 
boat. In addition to long jJatas, they have flowing 
beards and long mustaches. A few female ascetics are 
also carved on the pillars having long hair tied into 
a bun and seated in yogic pose having a yogadapda 
under one of their stretched hands and the other 
either in a mdra or holding a rosary. Some ascetics 
are shown seated in padmasana while holding Sivalinsas 
in their hands, Some others are shown wearing a 
kaupeena and holding a water pot in one hand and with 


the other in vyakhyana mudra. 


b) DEVOTEES 

Next to ascetics, devotees form another major 
group. They are carved on the varjous components of 
the temple. The devotees include royal personages and 
commoners who can be distinonished easily by their 
attire. The royal devotees are found on some of the 
pillars of the Natya mandapa and Maha mapdapa in 
southern and northern cloisters and also in the Kalyapa 
mandapa, thus covering al1 the important components of 
the temple. Since no label inscription is there, it 
is very difficult to identify them properly. They are 
shown both in seated and standing poses, wearing high 
conical cap, a dhoti or a lung]. Their body is covered 


with a long uttarlya or an upper garment and there are 


ornaments at the ears, neck, hands and legs resembling 
the portrait sculpture in Achyuta's temple at Hampi. 
They stand with hands in anjali. They are shown 
sometimes inside a makara-torana, Such figures are 
found on the pillars of the Natya mapgapa. In the same 
mangapa, a person with decorative attire is shown 
holding a pe his hands and another is shown in 
vyakhyana mudra. In the same mapgapa, another devotee 
with high conical cap is shown seated in padmasana 

and in anjali pose. Such figures are also available 
in other parts of the monument, but they are shown 


standing in anjali-hasta mudri. 


There are other devotees with simple attire 
in various poses, wearing heavy turban, long jafas, 
round cap, sometimes with clean shaven head, They are 
invariably shown seated in padmasana pose and with 
hands in aljali pose. In some instances, they are 
shown with their hands raised up or kept over the chest 
and their eyes are always closed in meditation. On 
one of the pillars of the Naya mangapa, a devotee is 
shown in a meditatinz posture seated in padmas8na, but 
all around his head several Sivalineas are carved, 
In the same manpdapa some devotees, possibly VeeruSaiva 
followers are shown ending their lives by piercing a 
knife in their stomach before a Nandi, On one of the 


pillars of the northern cloister, a devotee: in anjali 
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mudra is shown emerging from the mouth of a fish 


c) DANCERS 

Several dancing figures, both male and female 
are exquisitely carved on various parts of the temple, 
They were one of the previleged classes of people 
during Vijayanazara period and seem to have been rich 
as, their ornaments Po 
1) Female Dancers 

These fizures are carved on various components 
of the edifice, both individually and also in groups. 
Female dancers in groups are carved on the entablature 
of Natya mapdapa and also on the Maha mapdapa. Individnal 
lady dancers are shown on pillar facets in their full 
attire. The so called Rambh and Trvasl ficures on 
the pillars of the Natya mapgapa possibly represent 
contemporary dancers in the Vijayanagara court or 
dancing girls attached to many important temples of 
the period, One can unmistakably see some of the Natya 
bhaheimds and bhivas of Bharata's Naya-S3stra in their 
gestures. They are also shown playing with sticks at 
many places including on some of the pillars of the 
Natya mapqapa. They are always shown wearing a short- 
skirt in folds, ticht jacket, decked with various 
ornaments on the head, nose, neck, A Sch ficures 
are also carved on the adhishthana of the northern entrance 


leading to Natya maygapa, One among them is shown 


carrying a water pot on her shoulder, On one of the 
pillars of the porch in front of the monolithic Ganesa 
icon, a female dancer is shown dancing with a basket 
kept hanging in her left hand. This reminds us of the 
Matangl-dance during the village festival Bonalu in 
Telangana region and durine Kolupulu in Andhra. 

Female dancers are also carved on the door-frame of 
the northern entrance to the Natya mapgapa. Such 
groups are also carved on the entablature of not only 


the Natya mapdapa but also of the Maha maydapa. 


11) Male dancers 

In the same fashion, several male dancers are 
also carved, Some of them are depicted dancing while 
playing on msical instruments like myidanga, cymbals, 
castanets, tambura and other instrumentse Some of the 
male dancers are shown dancing, holding either a trident, 
a fire stick, an axe, a knife, a chowry or a stick in 
their hands. On one of the pillars of the Mah2 mangapa 
a male is shown wearing a tiger's skin and a mask on 
his a He 1s holding two chowries in his two hands 
and wears a kirlfa. Some of the male dancers have 


distinctive coiffures, 


d) MUSTCTANS 
During Vijayanagara period, along with other 
arts, music was also highly patronised, Several 


musicians with varieties of misical instruments are 
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carved on various parts of the temple complex. They are 
shown wearing a variety of costumes and coiffures. A 
male with a distinctive head-gear (Pl. VII, A) and dress 
and playing on a pafaha ( a shallow drum) is a frequent 
motif, carved on the varjous pillars of the monynent. 

He is shown as a bearded person wearing tizht trouser, 

a conical cap with pointed end and ornaments on the ear, 
legs and hands. Such figures are carved at nearly 
thirty places. On the door frame of the northern 
entrance to the Natya mangqapa, several musicians are 
shown playins on various musical instruments. They 
include mridanga, cymbals, Sehanii, dhol and pafaha 

ete. Similarly, on most ,of the pillars of the Natya 
mangapa several musicians are shown playing on various 
musieal instruments; so also in the Kalyapa mapqgapa. 

In many places, several saints and devotees are shown 
dancing to the tune of a tambura or cymbals. The 
tambura seems to have been a popular instrument during 
Vijayanagara period as it is shown being played by 

many people, both male and female. Mridanea is another 
instrument frequently depicted being played upon 
invariably by males but very rarely by females. 
Whgbever a group of dancing ladies is depicted, it is 
shown accompanied by a male with a myidanga. Such 
groups are shown in the entablature of the Maha mapqapa 
and also in the Natya mapgqapa. On one of the pillars 


of the Napya mapdapa a 4 lady is shown elegantly 
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standing decked with various ornaments and with heavy 
hair-style, playing a tambura or a veep. On the same 
pillar, two male figures are shown, one playing on a 
myidanga and the other cymbals. They wear typical 
dress of contemporary musicians with a conical cap 
decorated with a ribbon. In the same hall, on one 

of the pillars, is depicted a Vaishpavacharya (P1.XII,A) 
wearing namam on his forehead and hizh roumd cap decoratel 
with straps hanging on the right. He is playing on a 
tambura while dancing. On one of the pillars of the 
Naya mapdape a lady is shown holding a flute in her 
right hand, At four places a lady is shown playing on 
a tambura. On one of the pillars of the Naya mapdapa, 
a lady is shown seated with crossed legs and sinsing 


while playing on a tambura., 


©) COMMONERS 

On various parts of the edifice several commoners 
are carved, They include: 

1) Shepherd or cowherd (P1.XI, B) 

The shepherds are often carved on many of the 
pillars in KS natiral pose of standing. He is always 
denicted standing leaning on his long stick and covering 
his head with a folded kamba]i (woollen blanket). Such 
figures are usually found near the entrances either on 
the walls or pillars in many of the Vijayanagara temples. 


It suggests that their association with a temple, during 
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Vijayanagara period was ins crac Such a sculpture 
can be seen on one of the pillars of southern cloister 


and on the northern entrance of second enclosures 


11) Hunter 

On one of the pillars of the northern cloister, 
a hunter is beautifully depicted, He is shown walking 
carrying two rabbits tied one each on either side of 
a stick which he is carrying on his shoulder. His head- 
dress is of leaves. He wears heavy vyitta-kupgalas 
and also wristlets and anklets as also a hara around 


the neck. 


111i) Snake-charmer 

He is carved on one of the pillars of the Kalyapa 
mapdapa. He is shown in a most naturalistic pose of 
sitting squatting with folded knees and playing on a 
modi. There is a snake with raised hood in his front. 
The set up and the pose are quite skilfnlly executed 
by Vijayanagara sculptor. 


iv) Priests 

They are otherwise temple priests. Such figures 
in their true dress and pose are carved at three places 
in the Natya manqgapa and the Kalyana mapdapa. They are 
shown worshipping with a 1amp in the rizht hand and a 
bell in the left. He is wearing a lower garment, a 


sort of dhoti upto knee and a long Hara around his neck. 
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His hair is tied in a sagginc-knot at the back. 
Sometimes he is shown clean shaved but with a long 
tuft kept hanging at the back. Such fieures are also 
shown in paintings in the Napya mapnqapa and also in 


the Maha mapqapa. 


v) Fotte 


He 1s carved on one of the pillars of the Natya 
mapgapa in front of the main entrance of the inner 
enclosure. He is shown seated and making pots (P1.IX,A). 
A pot in the final stage of preparation is in his hands. 
He is holdins a dabber with one hand by which he is 
patting the pot for making smooth surface, while keeping 
another hend inside the pot. The finished pots, three 
in number, are kept one over the other. He is wearing 
a sort of a cap decorated with beaded strings and rich 
ornaments over the arms, hands, legs, ears and necks 
There is a torapa design around him. A11 these suggest 
that he may be a do He may belong to one of the 
essential staff of the temple who might have dedicated 


his services to the god. 


vi) Clowns 

At LepakshI such figures are carved at eighteen 
places, mostly on the pillars. They are depicted both 
singly and in groups, usually in singing and dancing 
poses. They usually wear a short skirt or dhoti going 


upto the thigh. Sometimes they wear an uttarlya along 
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the shoulder, hizh conical cap tilting to one side 
(P1.IX, B) and a few ornaments. At some places, they 
are shown with long hair arranged in plaits. Sometimes 
the hair are tied into a bun. The hands are kept on 

the waist in out-turned fashion while legs are in-turned. 
They have a pot belly also. In composite form, these 
clowns are shown with three bodies and with only four 
legs. They wear a cross belt or a sort of yajnopevlta 
and a jacket, At one place, a female clown is also 
carved in the similar pose and attire. It seems that 
the Vijayanagara artist had taken a fancy to carve such 
figures frequently or it may be a contemporary tradition 
in the society in which the clowns wore such dresses 


and ornaments. 


The other fizures of the category which are 
depicted once or twice, include a mother and child, a 
male carrying a water in a pot and a male carrying an 


axe on his shoulder. 


vii) Wrestlers 

In all, at four places wrestlers are depicted. 
In fact, wrestling was a favourite game having royal 
patronage during Vijayanazara period. The foreien 
accounts reveal that the wrestlers were one of the 
previleged classes of Sbeniie LE were allowed to sit 
near the king. They are shown here in limited extent, 


On one of the pillars of the Mana mangapa a male is 


shown holding two large clubs in hie hands. Similar 
fienre is also shown on one of the pillars of the 
Kalyapa maydapa in a circle. Two wrestling bouts are 
carved in which the wrestlers hold each others lees 
with their hands. They wear a small Jango}, have a 


clean shaved head and good physique . 


viii) Warriors 

In the sculpture, the depiction of warriors or 
war scenes is very limited. On the adhishthana of 
the Natya mapdapa and the Mah mandapa some war 
elephants and galloping horses are carved, They are 
with riders and some followers. They often bear 
spears and swords in their hands. Cn one of the pillars 
of the Maha mapdqapa, a male with a heavy turban is 
shown with a spear in his hand. Similarly at three 
places on some of the pillars of the Naha mapgapa and 
Natya mandapa, male archers are carved with bow and 
arrow in their hands. One of them is in the aet of 
tightenins the string with his left leg. In another 
occasion, ; a.male archer is discharging anv-arrow Their 
hair style shows a high central bun slizhtly tilted 
forward, Similar figures with bows and arrows are 
shown in paintings on the ceiling of the Maha mapgapa 


and the Natya mandapa. 


At several places, female archers are also shown. 


It may be a contemporary tradition. Several contemporary 


records contain “ici them, Such fizures 

are carved at five places. On the pillars of the 
Natya mapdapa, the Kalyapa mapgana and the Maha mapdapa 
a lady archer is shown holding a bow and taking out 

an arrow from the quiver at her back. In the same 
meandape, on another pillar, a lady is shown in rival 
dress similar to that of Parvati in the Kiratarjunlya 
story. At another place, on one of the pillars of the 
Kalyapa mapdapa, a lady is shown holding 2 bow, trying 
to bend it with her hands and elegantly standine on one 
lege She 1s wearing a long vanam8la and also other 


ornaments. 


ix) Amorous fivures 

When compared to other medjeval temples, the 
deniction of such figures on Vijayanagara temples in 
general and in Lepaksh] in particular is very nominal. 
In total, at seven places such fisures are found and 
they exhibit SriAedre in a limited scale. On one of the 
pillars of the western-cloister, an amorous couple 1s 
shown in the act of love making. In the remaining 
places, mostly nude-1adies are carved. On one of the 
pillars of the Man3 mandapa, a nude lady 1s shown being 
teased by two saints. The rest are shown in nude, 


either standing or seated, 


x) Achirvas 


There are certain categories of people always 
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shown seated in savyalalitasana. Their style of sitting; 
short jayas, and also yajnopavita indicate that they are 
learned persons. They are, therefore, categorised as 
Aenaryas. Such people were highly respected during the 
Vijayanagara , They are sometime shown seated on 
high pedestals. Such figures are found at nearly thirty 
places mostly on the pillars. Among these there are 
female personalities also. They wear a different type 


of head-gear and sit in sukhasana on a pedestal. 


III. MYTHOLOGICAL SCULPTURE 
In addition to above, there are some sculptures 
narrating mythological stories from the Purapas and the 
Epics in a most graphic manner, carved in bas-relief 


on the various parts of the temple walls. They include 


a) BHAKTA NARKANDBYA STORY 

Markandeya was an ardent devotee of Siva and 
destined to die at a very early age of sixteen years. 
On the last day, he was rescued by Siva from K51a(Yama). 
This episode is very briefly carved on one of the 
pillars of the Mana mangqapa in two panels. Usually 
Sive is shown issuing out of the Sivalidee and punishing 
Yama. But here it is separately carved, On the top of 
the pillar, in bas-relief, Markangeya, as a boy, is 


shown embracinz the Linea and Yama is approaching him 
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with his dapda. In the second scene Siva is shorn in | 


a terrific form trying to pierce the "trident inte tHe 


chest of Kala. 
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b) KIRATARTINTYA STORY \ & ) | 


It 1s an episode from the YahBbhSratad) a ಗಂಟ 
favourite theme depicted both in seulpture and paintings, 
more than once in each case. In sculpture it is depicted 
on the exterior of the Maha mapgapa enclosure, where it 
is shown in detail and the other on the entablature of 
the Maha mapgapa where it is depicted ¥ery briefly. In 
the former instance, the story is depicted in detail in 
six panels. In the first panel, Agastya Hahomuni meets 
Dharmaraja, the eldest brother of the Pandavas and 
informs of the necessity of procuring some powerful 
weapons like Pisupatastra etc. , from several cods. 

Ar juna was asked to obtain the same. In the second 
scene, Arjuna, after invoking Siva, starts penance. In 
the third scene, Indra appears and after knowing the 
desire of Arjuna and knowing that he is his own son, 
enecurages him in his penanee. In the feurth Scene tue 
wild boar appears and make the rishis of the forest 
frightened and Arjuna attacks it. In the next scene, 
Siva appears as a Kirata and also attacks. it and a duel 
takes place between Arjuna and Kirata. In the last 
scene, Siva and Parvati appear in their usual] form 
seated on the bull and present the Pasupatastra and 


weapons to Arjuna. 
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The same story is again carved very briefly on 
the southern side-wall of the entablature in the Maha | 
mapqapa in three panels only. In the first scene, 
Azastya is advising Dharmaraja to possess Pasupatstra 
from Siva and Arjuna is assigned the duty, In the 
second scene Indra appear in person and encourages 
Ar jJuna to practise severe penance. In the third 
scene, Siva and Pirvat] appears on their vahana, the 
bull, and present the astras to Arjuna, which is 
witnesses by the rishis. The same story, in more 
details, is depicted in painting at two places, both 
in the Natya mapdapa and the Mana mapdapa. 


¢) BHAKTA STRIYALA'S STORY 

Its graphically depicted on the exterior of 
the Maha mapdapa enclosure wall, in panels. It starts 
from the monolithic boulder on the east and ends at the 
main entrance to the Maha maydapa. The entire story is 
carved in eight panels,of which four, i.e. 1 tol}, ane 
depicted on the eastern wall and 5 to 8 on the northern 


side, They are : 


Panel~1 

Siva, Brahma and Vishnu are shown seated in 
sukhasana. 
Eanel-2 

Siva seated with his consort Pirvat] accompanied 


by Bhringi, and Siva takes a decision of testing Siriyala's 
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devotion to hospitality and takes the form of an 01d 
mendicant. 
Panel-3 

Siriyala and his wife receive the guest. After 
knowing the desire of the guest, who wanted to eat the 
flesh of their boy, he sends an attendant to a temple 
school, where his son is studying. The boy is shown 
taking the permission of his teacher by prostrating. 
Panel-l 

The boy is shown being carried by the attendant 
on his shoulder. In the same panel, in the next stage, 
the boy is beswae=skemn being bathed by his mother. 
Then he was put in the cradel or a cot and shown being 
killed by his parents. In the next stage, the lady is 
shown seated, keeping one of her hands on a basket in 
the act of hiding something. 
Panel-5 

In this panel several mendicants (PF1.IIT, B) 
appear in Siriyala's house. 
Pane1-6 

One saint is shown seated for food and the food 
is served in a plate. But he appears to be reluctant 
to take the food because the boy's head is not cooked. 
Then Siriyala assuring him that it will also be cooked. 
Panel-7 

Two ladies are pounding the head in a mortar and 


it is cooked, The saint is made to sit and food is served 
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in a bowl. He advises the mother to call out for the 
boy. The boy came running. Then Siriyala got angry and 
tried to ki11 the boy with knife. 
Pane1-8 

Siva and PirvatT appear riding on the bull and 
bless the family. The happy occasion is celebrated by 


a gana by blowing a long horn. 


___———————————— 


Kannappa, professionally a hunter but an ardent 
devotee of $iva, replaced the troubled eyes of SivaliAga 
by his own eyes. This story is depicted at two places 
very briefly. The one on the northern face of a huge 
granite boulder at the back of the Veerabhadra shrine 
depicts Kannappa with a bow and arrow worshipping the 
Sivalings. At another place, on the inner face of the 
northern outer enclosure wall, the same story Js%carved 
in two panels. This is also depicted in paintings on 
the ceiling of the Maha mandapa in detail. 


e) SRTrALAHASTT STORY 

This story is depicted in brief in three panels 
on the huge monolithic boulder referred to above. In 
the first instance, a huge Sivalines is carved on the 
coils of a huge Naga who is protecting the linga with 
its hoods. In the next panel, a Sivalinea on a panivattam 
is shown being worshipped by a spider. In the last pane], 
an elephant is depicted worshipping a Sivalinea with 
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flowers. According to the story, at the end, on a 
Sivaratri day, a1] the three got moksha on the bank 

?* pe 
of Suvarpamukhi ' river, where the temple of Srikajahasti 


was built. 


f) RAMAYANA STORY 

The scenes of the R5mayana are very rarely 
depicted. At one place, on one of the pillars of the 
Maha mapdapa, the two monkey brothers, Va11 and Sugriva 


are shown fichting. 


IV. DECORATIVE MOTIFS 

During Vijayanagara period, as stated earlier, 
the temple size increased multifold, with the result 
that the working space for the artist increased toa 
greater extent. This encouraged the artist to introdnce 
a variety of decorative motifs such as geometric designs, 
relizious symbols, architectural components, natural 
scenery and ya]i figures. Most of these motifs are 
repeatedly used probably to cover the entire space so 
available on the numerous architectural members of the 


complex. The motifs are : 


1) GEOMETRIC DESIGNS 
This group include circles, squares, rectangles 
and triangles. They are carved in relief and also 


incised. Invariably these motifs are f111ed with flowers 


miniature seulpture and scrolls. The minute carvings 
of these motifs reveal the efficiency of the Vijayanagara 


artist. 


2) RELIGIOUS AND AUSPICIOUS SYMBOLS 

Like many other Vijayanagara temples, several 
religious and auspicious symbols have fonnd a place on 
the various components of the Veerabhadra temple complex. 
Due to their sacred origin and also as symbolic represen- 
tation of different sects of Hindu relieion, they are 
quite frequently depicted on the temple even as decorative 
motifs. Such fizures include kalasa or parna-kumhha 
or purpa-ghata (water pot), Sankha (conch), chakra (wheel), 
Vaishpava-mark (Udhvapupdra or Namam), Trisala(trident), 


Sivaliiga, Nandi, fire (aeni) eto. 


a) Kalnsa’ lor water pot 

It is quite frequently depicted on various parts 
of the monument, especially on the pillars. Normally 
it 1s shown with a foliage (Fig. XXI, No.5). Some of 
them are also carved on a pedestal. There js a single 
case where it is shown in a double pot shape? > Some of 
them are shown either with a coconut or a betel 1eaf 
on its top. Sometimes a kalasa is shown as a kuja or 
surah] with a high-neck, spout and handle. A pot is 


also shown as an attribute of some gods and goddesses. 


b) Choakra (Wheel) 


It 1s also quite frequently depicted mostly on 
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the subsidiary pillars of the Veerabhadra temple. Some 
wheels are decorated at the sides, It is also shown as 
one of the attributes of Vishpu. It may be one of the 
reasons for considering it as sacred, It may also 
personify the Kala-chakra (wheel of time) and also 


Sams2ra-chakra or Jivana-chakra (wheel of 11fe)23 


¢) Conch (Sanicha) 

At nearly thirty-six places, the conch is depicted 
of which, at thirty places, it is shown placed on a 
pltha or a pedestal. It has religious sienificance 
because of its association with Vishnu. Accofding to 
Hindu mythology, the conch came up while churning the 
occean of milk. Probably to suggest this, on one of 


the pillars, a conch is shown inside a lotus flower. 


4) Vaishnava Merk (ORDHVAPUNDRA OR NAMAN) 

It is often carved as decorative motif. It 
represents. the sacred feet of Vishg. Such carvings 
are found at nearly sixty-two places. They include 
both the forms, iee., with and without central projection 
at the bottom representing the two main sects of 
Vaishyevisnd ” They suggest that both the sects were 


prevalent during fifteenth and sixteenth centuries. 


e) Sivalidee 
It is another religious symbol often depicted 


as a decorative motif. Since the temple is primarily a 
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Saivite one, the frequency of the Saivite symbols is 
more. At nearly hundred and fifty places, the SivaliAga 
is depicted, Invariably, it is carved with a Panivattam. 
At thirty-three places, it 1s shown not only on Panl- 
vattam but also decorated with 2a garland of flowers 
placed around the Sivalinga. On one of the pillars of 
Somavara mangapa, it is carved under a tree probably 
reminding the contemporary tradition. Similarly, on 

one 'of’ the pillars of the northern eloistery & Sivalidea 
on 8 Panivattam decorated with a garland of flowers, 1s 
shown being carried by a tortoise (Pl. X, 2)2೨ At one 
place, a Sivalines is shown with two eyes. Similar 

one 1s shown in painting in which it 1s shown being 
worshipped by Kannappae In the western cloister, on 

oner' of, the BHllars, a Sivalidea is shown on a Panivattam 
flanked by two conches, one on either side, It may 
suggest the subordinate position of Vaishpavism to 
Saivism. In addition to those which are installed in 
various shrines, some miniature lingas are also carved 
on parts of pilasters. At five places, a Sivelidea 

is shown being protected by hooded-snakes. At three 
places, they are carved right on the cojls of such 
snakes, instead of a Panivattam. The monolithic Naga- 
Sivaliies is a better example of such carvings. At 

two places, a Sivalindea 1s shown being worshipped by 


¢ [] — 
an elephant. At four places, Sivalinga on a Panivattam 


is carved inside a simhalalata frame. On the lintel] 

[a py 
of the Veerabhhadra shrine, a Sivalinga is carved on a 
Panivattam flanked by two elephants pouring water over 


1೬. 


£) Nandi (Bul) 

Next to Sivaliea, it 1s quite often depicted on 
the pillars as a decorative motif. It may be de to 
its association with Siva, This is carved nearly at 
seventy- four places invariably in lying posture. In 
some cases, it is carved on a low pedestal. On one of 
the pillars of the Kalyapa mapdgapa, a Nandi is shown 
crushing a human head with one of its front legs, It 
is considered to be NandJsvara who is trampling an 
asura or an apasmara who is represented by his head 
only. A similar scene is also painted on the ceiling 


of the Natya mapgapa. 


g£) Other relirious motifs 

In addition to the above, there are other motifs 
which are depicted once or twice. They include the 
Saivite symbol of a trident (tri5i1a), sacred fire on 
a pedestal (yajne-kupda) and a shell or cowry 


3) ARCHTTEOCTIJRAT, COMPONENTS OR MOTIFS 

In a similar fashion the Vijayanagara artist 
also introduced certain architectural forms as decorative 
motifs in miniature and depicted them on the various 


compoments of the temple. They include : 


a) Yapgapas 

They are either square or rectangular. On many 
of the pillars of the Kalyana mapdapz and the Natya 
mapdapa, a mapqapa of square plan 1s invariably carved 
and it 1s further embellished by the fieure either of 
a g೦d, a SivaliAea, a royal devotee or a chowry bearer 
(Pl. IT, A-3). Such mapdapa designs are also available 
on the adhishthanas of the Natya mapdapa, northern 


entrance of second enclosure and on the Mahdmapgapa 


p) Sikharis 

Varieties of temple Sikhards, such as of Kita, 
Panjara and 8212 types are carved on the various pillsrs 
of the Kalyapa mapdapa and the Natya mapgapa as pert of 
pilaster decoration. The tops of the pilasters are 
always crowned with one of the above types of sikhards. 
Sometimes, a Xipassikhara is shown having multi-talas, 
ranging from one to three. Ifit isa SF1a-Sikhara 
it is carved with series of pinnacles. They are again 


decorated with a series of chaitya-window motifs. 


ce) Kudu-arch or Chaitya-windows?? 


This is another type of motif so frequently used 
on evry part of the temple. Practically, no part is 
devoid of this motif. It 1s further decorated with 
simhelalate and the central portion of the arch is 


further embellished with varieties of sculptures in 
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miniature, which include various human heads, different 
gods and goddesses, horsemen trampling over warriors, 
floral designs, gandharvas and kinnaras, makara-vyalas 
holding garlands, wrestling bouts, NE female figures, 
bharavahakas or yakshas, head of a clown and saints, 
temple-Sikharas, Sivalinea on a pedestal, fruits like 


mangoes, Kalpavalll or wish fulfilling creepers ete 


L) VYALAS 

It is another motif predominantly used for 
decorating various architectural components of the 
temple. In its widest sense, it sienifiges the grotesque 
which is often called vikafa in literature. It 1s believed 
to have been created by Rudra2? The authors on Early 
Indian Art have noted a number of different forms showing 
intermixture of the features of different animals which 
are commonly called as Thinpiea?) i.e. animal of fancy 
or fabulous creature. The zerms of the idea are met 


with in the a? 


The later S11pa-texts give their 
number as sixteen (Iti $hಶಿಕ್ಲಿಂ5a vyajani uktani mukha- 
phedatap) such as Si®ha-vy3}a, Gaja-vy3}a, Asva-vy3}a, 
Nara-vya]a ete. Though they are first noticed in the 
Pallava Remon, during Vijayanazara period they 
are predominantly carved on various components of the 


monuments. This jis same case at Lepaksh]. They are 


shown in different forms and poses, 
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Seated vyalas in crouching postures serving 3s 
a base for fluted smaller pillars are invariably found 
on the peripheral pillars of the outer-cloister (P1.III,A) 
as well as at the corner pillars of the Natya mapdapa. 
They are also shown trampling either a makara, gaja or 
nara ete. Such pillars are available in the Natya mapdapa 


the Kalyana mapgapa, the Mah mapdapa and the Somavara = 
- ರ್‌. ಈ 
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mapqapa. In some cases, the animal is shown with an 
elephant head and lion's body (gaja-vya]a). Ata few 
places, it is provided with a human rider. 


In a majority of cases, the vya}as are shown with 
lion face, with mane and the human body,keeping the legs 
touching the ground, Such figures are found on many 


pillars of various units of the temple-complex. 


There are other forms of the vyajas which are 
depicted only once or twice. They include Mega-vyaa, 
Hamsa-vyala. The former is depicted on one of the 
pillars of the Somavara mandapa and the latter carved 
in miniature inside a circle on one of the pillars of 


the northern cloister. 


In addition to the above, the artist tried to 
exhibit his skill in depiction the vya}as in various 
poses, such as galloping, two vyAjas standing face to 
face and some standing back to back and in one case 


two vyajas standing with one face only. At three places 


twin-vyajas are shown standing on hind legs ba 
but with faces facing each other. * + ” wh 
ps pi ಸ್ಮ N 

a 


The artist of Vijayanagara period nas also tried 


to portray certain natural scenery as a ಕ 
sculpture which is lacking“ the ee 
them in conventional manner. bn: he 
in woods and Arjuna's penance in the forest, the for 
1s depicted with one or two trees in stylistic pa 
The hills are shown in the form of oA ENS 
resembling fish scales. While depicting ‘ innaras 
and gandharvas flying in the sky, the latter is de 


as a boats 


V. FLORA AND FAUNA 
1) ELORA z 


While natural scenery failed to recel 


pA 4 
necessary attention, artistic decoration by means of 


varieties of flowers, creepers and trees was not negl 
by the Vijayanagara artist. In fact, every component 
of the temple is prdfusely decorated with trees, cre 
leaves, flowers or with a combination of then 4% 


a) Trees 
Varieties of trees and tree motifs are carved on 


the lowermost chaturasra of linear pillars, vertical 
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Kanha portion of adhishfhanas and on the wall surface 
of the & main temple. At nearly two hundred places, 
such motifs are carved, They are mostly repetitions of 
trees which look like Pipfal (Ficus religiosa), Banyan 
(Ficus Bengalendis), neem and plantain (Kadali). There 
are also other trees which are difficult to identify 
since the details are scanty. The above motifs are 
carved hoth in hich and low reliefs, sometimes cut in 


linear fashion also, 


b) Creeper 

Among the flora, creepers are predominantly 
carved in various designs, for decorating various 
components of a structure, Alone with trees, creepers 
were also highly respected and much veneration was paid 
by not only the Hindus but by the Buddhists also. A 
creeper with leaves and flowers is considered to be the 
personification of ry As per the Hindu mythology 
and belief, pots of g01d and bags of precious gems lay 
at the roots of a wish-fulfilling tree (kalpavriksha) 


and wish-fulfilling creeper (kalpavalli). Their veneration 


was expected to fulfil all desires of a devotee, 


In this temple too, the creeper is frequently 
and variously represented. In fact, in some form or the 
other, every component of the edifice such as door frames, 


adhishthana-mouldings, pillars, shafts, capitals eles 
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are decorated with creepers. A creeper emerging from the 
mouth of a makara on which a beautiful damsel is shown 
standing elezantly, is available on the main entrance 

of the Natya mapgdapa. Sometimes the creepers are shown 
entwining at intervals, either birds like peacock and 
parrot. Sometimes, even goddess Lakshmi is shown seated 
in padmasana in between. A swan with a scroll or with 


a creeper in its beak is often depicted on many pillars. 


c) Flowers 


Every part of the monument is decorated with some 
flower or flower-designs among which the lotus is often 
depicted, either as a part of a design or individually. 
It is also depicted as an attribute of gods and goddesses. 
Some of the demi-¢ods are also shown holding a lotus 


flower in the hands, 


2) FAUNA 

Varieties of animals and birds are carved on the 
various parts of the temple. They are carved at appro~ 
priate places as vahanas of gods and goddesses and also 
individually as decorative motifs. In depicting the 
faunay the: artist has selected cePtajin HELUTA MOSES 
for instance a deer 1s scratching its mouth with one of 
its hind-1egs. An elephant 1s shown plucking the trees 
with its trunk, the tizer in attacking pose, the cow 


with its calf and a monkey is shown seated. In depicting 
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the animals and birds in their 1 
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CHAPTER-VI 
THE PAINTINGS 


The painting in South India has a long history 
in which many ruling dynasties have contributed their 
mite by extending patronage. During pre-Vi jayanagara 
period, Pallavas and Cholas contributed their mite 
for the betterment of this fine art. During the 
Chola period it had reached its Zenith and produced 
masterpieces. The notable examples are from Brihadlsvara 
temple at Tanjavur| Afterwards there was a set-back 
which might have been due to the unsettled political 
conditions in South India, It is during the 14th cent. 
after setting rizht the political turmoil in south, 
that the Vijayanagara kings started patronising every 
branch of art, including painting. Due to the magna- 
nimous encouragement of the Vijayanagara kings, a 
sudden revival took place in painting. Especially the 
great monarchs like Krishpa Devaraya and his brother 
Achyutaraya, who were well versed in many branches of 
fine art, extended full support and help that created 
masterpieces in the field of art and architecture. The 
glory of Vijayanagara painting was sung by many forelen 
travellers” and dignitories who visited the region 
Whatever was created in perishable materials like wood, 
canvas and si1k has already been lost. Those which 


were done on permanent material like temple walls and 
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ceilings are preserved, atleast to some extent, 


publicising to the present world the wonder that was 
the Vijayanagara empire in the field of painting. 
Such centres are very few when compared to the vast 


extent of their empire. 


In addition to Lepaksh], numerous specimens are 
available in other monuments like the 52೧3ರ ಗಣ ರಡ 
of Yardhamana Jaina temple at 7 uphas HUN BS 
Kanchipuram, Varadarajaswaml temple at Kanchipuram, 
VirUpaksha temple at Hamp}, Vishpu temple at Tadapatri 
and Sompalle, Sire temple at Kalahasti, Uchayappa 
Matha at Anagundi and fragmentory evidences at many 
other places like Tirupati, Tiruvannamalai, Chidambaram, 


No 3 
Srirangam Tiruvattur, ete 


Of the above sites, the Jaina paintings av 
in the Sangita mapdqape of Vardhamana temple at Tir 
kunram puilt by Irugappa, a minister of Bukka-IT in 
1337-88 &.D., represents the early phase of Vijayanazara 
painting containing some classical eS In the 
order of chronology, the magnificent series of paintings 
executed on the ceiling of the mukha mapqapa in 
Virupaksha temple at Hampi come next in order which are 
datable to 15th ced The rest, at various sites as 
referred to above, including Lepaksh], fall in the third 
phase datable to 16th cent. Among these, the paintings 
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of Sompalle and Lepakshi have a greater affinity in may 
respects and are better preserved than the rest, Probably 
the same family of painters had been employed at both 

the - 


As in the case of other arts, in the field of 
painting also, the Vijayanagara artists have borrowed 
many motifs from the works of their predecessors, 
especially from the Cholas, However, they transformed 
these into their own style and established a new trend 
or a style, which is followed by their successors like 
the Nayakas and other ruling dynasties in South India 
during 17th cent. 


The technique 

The Sanskrit word ‘Chitra' generally means 
painting but also denotes an image! Suprabhedagama 
says that mural paintings and the paintings on cloth 
and board were in vogue from early times in India? 
From time immemorial man has selected either wall or 
ceiling surfaces of his abode as working space for 
painting. The rock paintings and various murals of 
world famous sites of Ajanta, E1lora, Tanjore, Lepakshi 
ete., were executed only on the walls and ceilings. 
Generally the wall painting is termed as mural oY 
fresco painting, but technically they differ from each 
other? Every painting needs a base. Its preparation 


is technically called BnimIbandhai? Different types of 
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paintings require different kinds of background, Each 
involves an elaborate process right from the selection 
of the base, collection of material, processing and 
preparation of plaster and its application, ete 
SamaraneapasUtradhZra has given an elaborate description 
regarding the preparation of Kugya Bhumibandha 
(background on wall). After levelling the surface of 
the wall or rock, it was made rugged or toothed in 

order to catch the base material firmly. The material 
so far used for the base is either clay mixed with 
herbal elements or the lime plaster, Paramasivan, who 
has done considerable scientific analyti¢al study ef 
paintings of different periods, says that lime plaster 
was predominantly used in the South Indian paintings! 
He calls this technique as Fresco-Secco or painting in 
lime medium on plaster. It consists of mixing the 
pigments with the lime water and applying it on the dry 
plaster on the wall. The same technique is adopted at 
Lepakshl. It is in contrast to Fresco-buono or true 


fresco or painting at Fresh” 


according to which the 
paintings were done on wet plaster and thus piements 

get embedded in the plaster and well-fixed., These are 
more durable and 1ess prone to damage. Whereas in 

the case of fresco-secco,y the durability is comparatively 
less and pizments do not go much deep into the surface 

13 


and look normal in brightness. According to Paramasivan, 


Vijayanagara plaster is thin, measuring 2.4 to 3.90 mm. 


in thickness, consisting of three layers - at the 
bottom a rough lime plaster of 1.5 mm. thick, then a 
smooth plaster of 0.06 mm. with paint film thereon. 
From the ‘analytical study, it is -alsevelear that the 
Vigayanagara artists have taken every care in removing 
all the impurities like various salts ete. from the 
lime. They might have used pit lime j.e., lime well- 
soaked in water in a pit for longer pop after 
removal of soluble impurities, shaked well. To set 
the plaster well, some inert material like fine sand 
was also used by the Vijayanagara artists. After the 
plaster got dried, the pigments were ground in lime 
water and applied, In this Fresco-seceo technique, the 
artist can do his job leisurely and slowly. A close 
study of the plaster at the damaged portion of the 
painting in LepakshI temple has confirmed the above 


facts. 


The places of paintings 

The traces of paintings available on the various 
parts of temple suggest that the entire ceiling of the 
buildings and walls of certain main shrines were profusely 
painted during its hey-days, most probably during the 
palmy days of Vijayanagara kings when Virupappa was 
administering the surrounding country as one of the 
chiefs of Achyutaraya Maharaya. After the downfall of 


Vijayanazara empire, its maintenance was neglected, no 
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patronage was extended and it remained neglected for a 
long period. Dug to the utter negligence and ravages 

of nature, most of the paintings got completely damaged 
to a great extent. At present, the Natya mapqdapa, 
including the beams and cross bars, the ceiling of 

outer verandah al1 around the inner enclosure, the 

entire Mah8 mapdapa including SayanieSra, the walls of 
Veerabhadra and RamaliAgesvara shrines, the Mukha 
mandapa of Raghunatha shrine, contain some of the 
beautiful paintings. They are grouped respectively as 

A toE in the enclosed key-plan (Fig. IV). Among these, 
nearly half are completely or partly damaged and whose 
identification is very difficult at present. The 
Somavara mapdapa in the south-western corner contains Some 
colour diagrams painted on the cornice sienifying that 

it was once profusely painted which today reveals nothing 


but ashy water-stains., 


The paintings are done mostly on the ceiling and 
to some extent on the wall surfaces of the main shrines. 
On the ceiling, the open space in between the horizontal 


beams is converted into long rectangular panels. 


The subject matter is varied and can broadly be 
divided into : 
I. Scenes from epics and puranpas 


Il. Legendery stories, 
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in three rows. Inthe first scene of the first row, a 
queen, may be Kausalya, is shown seated on a high pedestal 
inside a long horizontal hal] which is shown in the form 
of a rectangular mapgapa. She is accompanied by a group 
of female attendants, two of whom are standing in her 

front and four at the back. At the entrance outside, a 
dvarapala or a gate-keeper is shown with a long stick in 
his hand on which he is leaning. He is wearing a hich 
conical cap bent forward and his other hand is in a gesture 


indicating prohibition of entry into the apartment. 


Scene-2 

In the next scene again, another longitudinal 
hall or mapqapa is shown in which some yajna is being 
performed by the king and his queen, accompanied by 
several ladies and xishis on the right and left sddes 
respectively. It may be the Putrakameshtl-yojna being 
performed by Dasaratha and his queen Aeain, 
outside the maingate, an attendant or a door-keeper 1s 
shown standing in the same style and in the same dress 


holding a long stick in his hand. 


Scene-3 

This jis largely damaged having left few traces 
only, wherein Dasaratha is shown receiving a pot from 
rishis which possibly contained the divine beverage 
from the sacrificial fire, for its distribution among 


his consorts, 


2nd row 


This row runs from north to south 


Scene-1 

In this scene, the three queens of Dasaratha - 
Kausalya, Kaikey]l and Sumitra are depicted in their 
individ1a] apartments, seated on cots, The other 
household articles like pots, pedestals and box-like 


articles are shown beneath their cots. 


Scene=2 
In this scene is depicted the distribution of 
the divine beverage or the prasAdam by Dasaratha among 


his three queens. 


Scene~3 
The details of this scene are almost spoiled, 
Only some traces can be seen in which some infants are 


being blessed by some yishis. 


3rd row 
Scene-1 

In this composition, the three queens of DaSaratha 
are aeain shown in their respective apartments. Outside 
their rooms each is guarded by a door-keeper, shown 


standing with a long stick in one of his hands. 


Scene-2 


In this scene, four boys are shown in simple dress 


holding bows and arrows, standing in front of Dasaratha 
who is seated on a simhasana, along with Some yishis. 


The boys are wearing the lower garments upto the knee 


ily and the upper garment is tied to the waist. Their 
long hair is tied into a knot at the back. e 


Scene-3 


In this scene, two boys, may be REma and Lakshmapa 


having bow and arrow, are shown going along with a rishi 


may be Visvanitra. 


Scene-k F 
In this scene, the boys are depicted as fi 
with Rakshasas and the sage Visvamitra is shown standing 


at the back giving instructions to the boys. 


Panel-B 6 
This panel is also divided into three r 


is again sub-divided in various scenes. 


ist row 


It is running from south to north. 


Scene-1 Wr 
In this scene, the boys are shown protecting the 


pe NS 
ASremas of yishis and the forest is realistically depicted. 


Scene-2 § 


In this scene, the boys are depicted walking in 
the forest and among hills. They are accompanied by sage 


IN 


Visvimitra, probably going to attend SJta's svayamvara 


in Mithi1a. 


Scene-3 
It is completely peeled off; no details are 


available. 


2nd row 
Scene-1 

In this composition, the court of Janaka is shown, 
where he is shown seated on a simhasana in r2jaleelasana 
along with his daughter Janakl and other ladies. The 
other members of the retinue are shown seated in their 
respective seats and looking at the boys who have entered 
the court along with Visvamitra. He is being 1ed by an 
attendant towards the kine. 


Scene-2 

In this scene, the court of Janaka is shown, where 
he himself and his family members are also shown seated. 
On the opposite direction, it seems Visvimitra is seated 
and Rama and Lakshmapa are standing. Meanwhile, a bow of 
gizantic proportions in the form of a crescent is being 
brought by several people ofi their heads. It is the famous 


x 
Siva dhanus. 


Ard row 


Starting from north, 


Tt this scene a hall 1s shown ree i) 
with Several kines and their attendants, where King , 
Janaka and his family members are also shown seated 
Rima 1s shown standing and in his hands the above dh: 
is depicted broken into two pieces, 
ಔcene-2 

Here, Sita is being carried in a pA accon- 
panied by a Jarge force, holding swords and other weapons, 
The scene is beautifully depicted, but unfortunately 
of the details have disappeared. 


Scene-=3 

This is the 1ast scene in which the marriage of 
Rima with SIt3 is depicted, which is attended by a host 
of ladies. ‘Thus ends the EYakapda. Some of the scenes 
of the Rimayapa are also depicted on the ceiling of 
eastern verandah of Mah mapndapa. The ravages of time 
and nature have caused a great damage ಣ್ಯ the paintings 
on this part of the building and only traces are left. 
They are marked in the enclosed key-plan as panel-B 1 anದೆ 2೬ 


Panel-B 1 
This panel is largely damaged; only so 


Gan‘ be-‘seen; They are: 


Scene-1 


A king is seated on a pedestal. He is wearing a 


Vaishpava marks on his 
Re "A ನ್‌್‌ x \ 


anel there 


n the south-wes: 
ಈ ಎ 


7 
N \ 
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p In this scene, the same person! 
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Pe 
In the woods, is now shown mounted on a chariot, 


available. 
hat they pert 
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ed, The remaining portion 


ts Rama's 
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worming the funetic 


To his rieht, 


their consorts, wearing kir 
in the ಗಿ] 1೧೩5೬೩5. They are al 
¢, wearing various ornamen 


The female m 


the Kelabhaira ” form of Siva 1s shown ಮ in 
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nis right side 
f fair complex 
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tively 19sp 


' pS 
sort of cap wit 


of the Co 


ಸ್ಕಿ 
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standing by the side of the king is also shown in yellow 
complexion, while the other is black in colour, wearing 
few ornaments and holding something in her right hand 
which 1s raised up. The 1adies are shown with slim waists, 
wearing sarees of different designs end various ornaments 
at neck, nose, ears, hands and legs, Their hair are tied 
into a heavy protruding bun at the back. They are shown 
in profile, wearing vibhuti on their fore-heads. In the 
same scene, at the foreground of Drupada, Arjuna is shown 
trying to shoot at the matsyayantra on the top while 
looking down into the wep He is yellow in complexion 
wearing a kiritamakuta, purporuka and various ornaments 
By his right side, another god is shown grey in colour, 
wearing a kirlta on his head and having Vaishpa¥Ya marks 
on the fore-head; his left hand is in suchita-hasta 
indicating something at the top to Arjuna while turning 
his face to left. He may be Krishna, who 1s also present 


in the next scene, 


Scene-3 

It is a marriace scene of Arjuna and Draupadl. 
Here, she is shown wearing another saree with design in 
black and white. The other figures in the scene include, 


Krishna in grey complexion, Drupada and his wife in 


yelley coriplexion, several gods; weaFiMig IPSS AILS 
shown with mustaches. One of them is having a beard; he 


may be Dharamaraja. Most of them are shown with one of 


1d4 


their hands in chin-mudra. The panel jis given a border 
decorated with floral design. The hanging garlands and 
pendants from the top and perforated windows at the sides 
may indicate that the function is taking place inside a 
mapgdapa or a building. The background of the pane] is in 


red ochre. 


Panel-A UL 

It is 2 lone panel covering a11 the four sides 
of the central souare depicting the famous Kirdtarjunlys 
story which seems to be one of the favourite themes of 
Vi jayanagara artists and is depicted both in sculpture 
and painting, twice in this temple and also at many other 
Vijayanagar sites! This panel is a lengthy one starting 
from south-western corner of the squere and encircles the 
square in clockwise manner and ends at the same corner. 


In the middle of the panel certain scenes are fully 


damaced and nothing can be made out. ' 


Scene-1 

King Dharmaraja is shown seated on simhasana, 
holding a long uttarlys in his left hand. His face is 
completely spoiled.: He is accompanied by his brothers, 
three standing et his back of whom Rhine is shown black 
in colour, while in his front Vy2sa Maharshi is seen 
seated on a nigh pedestal. His left hand is in vyakhyana- 


mdra. He jis decked with various ornaments and his body 
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is covered with a costly uttarlya. His hair are arranged 
in jayas tied into a bundle at the side. He is seeted in 
sukhBsana accompanied by another saint standing at the back. 
Vyasa is shown in black complexion, while the latter in 


brown. 


Scene-2 

In the centre, Dharmaraja is shown seated on 
simhasana in F2jaleel2sana. His riehnt hand is in sUchita- 
hasta giving instructions to his brother, Arjuna, who is 
standing before him with anjali-mudr2, holding a long bow 
(Gapgivem) and wearing ririto. The other three brothers, 
including Bhima who is shown in black, are standing at the 
back and bidding farewell to their departing hrother with 
raised hands, The details of the feces of these fieures 


are spoiled, 


Scene-3 
In this scene, Arjuna is shown startling on his 
journey to north, to Himalayas or Indrakilsdri. According 
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to Bharavi,” a yaksha named Cuhyaka 1ed Arjuna to 
Indraki1adri hill and he himself informed this to Indra. 
But in this panel, two males are shown with tufts, one 

in black and the other in white complexion, holding 
umbrellas. They ore decked with various ornaments, wearing 
dhoti and an upper garment (uttarlya) tied to the waists 


and are evidently have a discussion with Arjuna. They 


may be yakshas who appeared in the form of ‘cowherds. 


Two cows are also shown in between. 


Scene-k 

On the way, before reaching Indrexi1?dri hill, the 
place of his penance, Arjma might have come across 
several places of relizious importance. Here in the 
first instance he is shown worshippins a Sivalides pry 
temple. The temple is shown in the form of a square- 
mapgdana havins an ekatala vimana, in which a Nandi 1s 
aleo shown seated. le js standing in anjali-mudrd. 
Face and other details are spoiled. The temple archi- 
teeture and its location on a hill is conventionally 
shown by The artist. The hill 1s shown in the form of 


piled up stones. 


Scene-5 

In this scene Arjuna is shown worshipping Bhairava, 
a form of ive with flaring jatfas, with fonr arms, holding 
a sword and trident in his right and 1eft hands snd 
profusely decorated with various ornaments a11 over the 
body. Arjuna is in anjali hands wearing Kirija-nakupa 
and the hair in plait are left hanging at the back. Along 
with him a tribal lady is also shown standins on the other 
side of the cod. She is wearing a lower garment, a sort 
of skirt upto the knee only; her hands are disproportionate, 
ear lobes are very bie and wearing white rings. She has 


a pot-belly: 


1 


Scene-6 

It is partly spoiled, some traces of it could be 
seen in which a temple 1s shown with a Sivalidee and a 
Nandi. Here again, Arjuna, with a bow on his shoulcer, 
is shown paying homzee to Sivelines with anjali-mudr8. 
On the other side, two males and two females are also 
shown worshippine the same 8ivalinea. The details of the 


fieures are peeled off, 


Scene=7 


In this scene, Indra is shown seated on 2 pedestal 
in R2jaleelasana having three male attendants at his back. 


One of them is holding a chowry or fly-whisk and others 
are holding weapons of wavy-edges. In his front, a rishi 
with long jafas is seated and with hands in vyakhyana pose. 
They may be discussing the news of Arjune's penance on 


the Indrakll5dri hill. 


Scene-8 

In this painting also Indra is shown seated on 
a hich pedestal holdine two thunderholts (vajras}) in his 
upper hands, He is accompanied hy three of his attendants, 
standing at his back. A rishi is seen standing and 
explaining something to Indra. In the extreme western-end 
of the scene, 2 manpgapa of four pillars having a sikhara 
of four-talsas further decorated with flowers and flass 


is shown. It may be Indra's palace stylistically presented, 
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On its left, trees and hills are alse shownfin CONVENE 


style. 


This is completely damaged, It may be a scene 
where Arjuna is makinz penance And Indra appears first in 
the form of an ascetic and enquires about his aim in 
doing tapasya. At the far end, towards east, Arjuna is 
shown standing with bow and arrow in his hands. His hair 


is arranged in japas tied into a bundle at the right side. 


Scene-1) 

In this scene, Indra appears before Arjuna (P1XIV) 
37 ಕ true form with thunder-holts in his two hands. 
A rjuna receives him with anjali-mdra and also sugzestions 
to get the powerful weapons piSupate from $ive. He takes 
leave of him by prostratinz. In the same seene, after 
taking leave of Indra, Arjuna is shown walking into the 
woods for starting severe penance. He is shown with 
japa-bandha type of hair-style holding the Gépqgiva and 
arrowse Interestingly, Ardama is shown in, three different 
colours and costumes. When he is prostrating he is wearing 
jatamakuta type of head-gear, while in the¥ other two, 
jafabandha type of hair style and different costumes on 
three” different occasions, but’ at all therpldees Heels 


shown holding the bow and arrows constantly. 


arms; “ne a hands hold a parasu 
೦೧೦8 ೧೫೮ in abhaya and varadೆಡೀ Ag 


RN 38 8 s shown ಹ abhaya with his 1 
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various flags and umbrellas which are the marks of royal 
insignia. On the way, it seems, two ascetics or yishls 
are shown welcoming them with anjali-hands and the others 


by prostrating on the way itself. 


Scene=1 

in this scene Arjuna is seen seated in deep penance 
on the top of a hillock which is shown conventionally in 
the centre of a thick forest. Due to prolonged austerity 
of years together, an ant-hi]]1 sprouted around him. 
Several snakes are shown playing on his body. It is also 
symbolically shown that flames are coming out of his body. 
He is shown in the midst of several trees, and his hair is 


in lone jay8s. 


Scene~15 

Here, Siva and Pirvat] are shown wearing the hunter's 
dress mede of leaves, as Kirate and Kiratl. There are 
other gayas. At the same time an asura, called Mukadanava, 
is asked to take the fom of a ferocious wild boar with 
tusks at the sides. The hunting scene is graphically 
depicted by the artist. Some people are shown standing 
on the hil] and some have taken positions on the nearby 
trees, Wn Sve and Parvati are shown standing on a hich 
hill. Some dogs are shown chasing the boar. Then Siva 
shoots an arrow at the boar which runs fast towards Arjuna 


who 15s in deep penance. Several] animals and hirds are 


shown running hither thither and causing distur 
| PRCA 
Arjuna's penance. ನ್‌್‌ “a 
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Wen the ferocious boar is ಸ ್ರ 

s_, 
takes his Giga and shoots an arya 
willing he ‘animal. Then ಹ star 


Nara and Kiv8ta for the prey, and: 


shown seated on him. Paxyatd, who ce 


victory. The entire scene is graphically and v 

depicted by the artist. While fiehting, it seems. 
¢ « se RA 

sees the third eye of Siva and realises his miste 


begs pardon for his iznorance. But Siva 
ENS his bold attitude and st 
ಳ್ಳ bg (st 


Scene=17 

In this scene, Siva and Parvati appear in their 
real forms, mounted on the bull alone with hed 
before Arjuna, and bestows upon him the pre 
ns like FaSupats bra eto Thus ends t 


EEA 
ss 

the south-western corner of the square. 
is again depicted on the ceiling of Mah? 


as Fanel-C 2 


In addition to the ಕೇಣಿ epics, some purapic 
yO 
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scenes are also graphically painted on the ceilines of 


various components of the temple. They include : 


Kyishna as VatapatrasAy]. 

This is a lone panel (Fie. IV, A2) much bigger than 
the previous one (A 1), measuring 9.5m. X 1.3 Me, running 
parallel to the above, in the same direction and containing 


two different. subjects of Vaishyarige and Szivite nature. 


Scene-1 

In the first half of the panel towards Pseuth; 
Krishna as VatapatrasayT is shown in reclinine posture on 
a Pipal leaf, floating on the primordial waterse “ews 
shown sucking the toe of his foot which was raised upto 
his mouth with hoth his hands, He is painted in green 
complexion and decked with numerous ornaments o? pearls. 
Some scholars consider the figure as famous due to its 
bewitching eyes, but Sivaramamurti says " I found nothing 
so attraetive ahout the figure or its looks. In" face 
it is one of the many specimens of indifferent workmans nN 
Similar fizure is also painted hy Vijayanacara artists 


at Srirangam temple? 


This aspect of cod is being 
witnessed by five figures. From their head-gears, they 
resemble Devas and Rishis. They are wearing dhotis as 
lower garment, various naras of pearls and their hands are 
kept either in vyakhyana or abhaya mudra. They are five 


in number, standing three on the left and two on the 


riceht side of the god. The head-gear of one of the yishis 


form of 


bs from northern « ly : 
“WM A 


h 4 - red, eh 
| Wr have their hair ಸಕ 


pe 
೦೩5೮5, is hanging at the ba 


Aspe) PEASE ups, Uo be n Ri a 
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ರಸ end hanging at the back. Firat] shown in 
green complexion having her hair © ಗ್ರೀಟಿ a long 


p12 Nhe front ‘side, there a e 1 les, Bnei 


seated and the other standing. Both 


in one of their hands. The one a 
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andೆ ಇಂಗ of figxes, ನಷ್ಟ 


etc. 2re supeh f 


Scene-2 


gopurams, in the centre and one o1 
probably on the entrances (PZ, XY.) 


4 * 
Mor pillars are further decorated with ; 
leaves and flowers. In the centre of the hall, ; 
PRovet are shown standing, holding each ot 
್‌ 


tween, Sivas veHapEs the bull is st 


50, looking at the new ride. On tI 
the couple; two 1adies are shown hold 


KS 5; On the left side, ik 


AN 


pair,kinsg Himavat and his wife in yellow and brown 
complexion, are shown standing in the act of attending 

the Kanyadane part of Mee—eeef the marriages In 
addition, several gods and the yishis are shown witnessing 
the ceremony. Among these, on the left side outside the 
marriaze hall the Ashtadiknalas are shown standing with 
their usual attributes. Some of them are having four 

arms’ and others two. On the right, three Jadies “ape 

shown holding a plate and others with raised up hands and 
blessing the newly married couple. On their right, Vishmm 
is shown standine with four hands, holding usual attributes 
of SaMkha and chakra, wearine the vanana1? - the ever-fresh 
garland of flowers extending beyond his knees. On his 
rieht, 5nd4iva” shown with five-faces, ten-hands, 
holdinz both Seive and Vaishpava attributes. Al] the five 
heads are shown with the third eye. To his right, several 
ishis are shown standing wearing their lone jagas in 
various styles and hands in different mdras. Some of 
tem-are having a. jJatamakute. form of head-gear, They may 
be Rairshis and other Brahmarishis with long jatas 
evidently tied into a bundle. One’ of THEMIS KS 
parrot in his: raised hand. The panel has a wide border 

all around and festoons and pendants hanging from the 
ceiling. The panel is very interesting, elaborate and fll 
4 Wetidlls,; The same episode LS/DELE NS NUE 


scene-9 of vanel-P3, pa 


Scene-2 

In this composition Siva is denicted as Kalyane- 
sundaramnrtl, marryins Parvatl, the daughter of Himavat. 
He is wearing tigers skin, jatyamakuta, having four arms 
holding the parasu and myiga in his upper hands, while 
one of the lower hands is stretched forward and holding 
the hand of Parvatl, who is shown very short in stature 
and modest in appearance. Brahma is also shown officiating 
as priest at the marriace. Two maids are attending the 
bride. On the other side a rishi is also shown. The same 
form is also shown in sculpture in the Kalyapamapdapa and 


also in the paintings of Natyamapdapa in detail. 


Siva and Pirvat? playing chess 

This is also a fairly bie panel (ig. IV, A7) 
situated on the western side adjacent to panel (A 6) 
referred to above, running in the south-to-north direction 
denictine three scenes of which the last one on the northern 


end is not clear, as it is largely damaged. 


Scene-1 

This is a long scene, depicted in the southern half 
of the panel, consisting of nearly sixteen figures, The 
central figures are Siva and Farvat] seated on a pltha or 
a pedestal and playins the came of chess. They are 


depicted in profile. The chess-board is kept on a pedestal 


in the centre. They are accompanied by several sods and 
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rishis. On the richt, there are five figures, of whom 

the NandTsvare is shown in anjali hands standing immediately 
after Siva and next to him two gods are shown wearing 

hich jatamakutas. One of them is of dark complexion but 
both are profusely ornamented, At the extreme end of 

the stene, an 01d man is sHown with peculiar type of “hsdlr 
style, i.e.» the hair is in hanging jatas with a central 
knot. His body is shown bent probably due to 014 age. He 
is preceded by e boy mendicant; “holding astick inhis 

left hand kept resting on the shoulder and kamapgqalu or 
water pot in his right hand, Ais hair is eombed into a 
long plait left hanging on the chest, He js wearing a 
kaupina. The 01d man has kept his left hand restinz on 

the boy's head and the other is ina midra, It seems he is 


4 
requesting the nearby god to allow them to go near Siva, 


On the left side, immediately after Parvat], two 
lady attendants are shown standing, holding chamaras in 
their hands and having bun type of hair-style, On their 
back, seven rishis,) may be saptamaharshis are shown in a 
line, standing. Their hands indicate gesticulation as 
if discussins among themselves. Some of them are having 
their hair in lone jays and some in jayamakupa form of 
nead-zear. They may be both, Brahmaryshis and Rajarshis. 


Some are wearing ardhoruka and others purpornka. 
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IT. LEGENDERY STORIES 


The artist of the time has also incorporated some 
important legendery stories that were in vogue during 16th 


cent. 


1. The story_of Manunitikonda Chola 
It is a long panel (Fig. IV, Panel-A 10) running 


in east-west orientation, measuring 18.5 x 2m. in the 
extreme north, adjacent to one on the northern side of the 
central square, It is painted with the famous story of 
ManunitYikopda Chola, which 1s believed to have occurred 


at Tiruvallur wherein a monolithic car and a calf below 


it are represented23 It is graphically presented by the 


Vijayanagara artist in successive scenes in a rowe 


Scene-1 

It starts from western end of the panel where, to 
some extent, the details of the scene are obliterated, 
From the remaining traces, it could be seen that there is 
a large mapgapa with pillars and enclosed by a high wall 
with merlons. It is the convention adopted by the artist 
in showing the king's palace wherever it occurred in the 
paintings. From the mandapa or the palace, some persons, 
apparently looking like attendants of the king are glancing 
at the cart (ratha). 
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Scene-2 

In this scene, a ratha (cart) of six wheels is 
being drawn by two horses which are stylistically shown 
as small when compared with the cart and the persons above, 
On the same cart, in the centre, a king with a kirlita 
accompanied by an associate who is also wearing a kirita, 
and two bow-men, one each in his front and back, are 
shown standing. Al], including the prince, are having 
the Saivite marks on their forehead, The cart is shown 
flat, and below it a calf is shown being crushed under 
the central wheel, while the enraged and grief stritken 
cow is trying to stop the vehicle with full force with 
its front legs. At the same time, another prince with 
the kirlta is shown standing in the opposite direction 
and. pointing out the mistake of the prince with his right 
hand. Another warrior, helding 8 long sword, is shown 


fallen down on the ground in front of the cart. 


Scene~3 

In this scene, king Manunitikopda Chola 1s seen 
seated on a high pedestal accompanied by a lady and a 
male, may be members of his family, wearing kiritas. In 
his front, a sage with a large jatabandha and accompanied 
by another pious man shown seated on a pltha and discussing 
a serious problem, is shown. There are two more royal 
dignitories standing at the back of the two pious people 


and hearing the discussion, 


Gs 
pa 
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Scene-l 

Here the cow is shown standing in front of the 
main gate of the king's palace, where a bell of justice 
is hung. The king is also shown standing and it seems 
he is hearing the complaint of the cow, The rare 
occasion is being witnessed by gandharvas and rishis 


from the skye 


Scene=5 

In this scene, the king's court is depicted, 
wherein the king is shown seated as also several officials 
of the court, wearing conical caps in true Vijayanagara 
fashions In the court, the cow is also present, probably 
revealing her grievance to the courte A court attendant, 


small in stature and with peculiar cap, is also shown 


Scene-6 

It is again represents the king's court showing 
the king and other officials of the court seated, It 
seems, after prolonged discussions, a decision is taken 
regarding the nature of punishment to be inflicted on 
the prince, which is clearly depicted in the following 


scenes 


Scene-7 

Here, in the centre, the same cart which was used 
earlier by the prince is shown, on which the dead body 
of the calf is kept. The chariot is being drawn by 


ail 


horses, The king and the cow are following the chariot 

It is being driven by a charioteer who is standing on the 
ehariot with a whip in his left-hand, The prince is made 
to lie down on the ground and is crushed beneath the wheels 
of the chariot. The celestials are shown flying in the 


sky and flowers are being showered, 


Scene-8 

In this scene, Siva and Pirvat3 appear mounted on 
their vahana, the bull, accompanied by pramadagapas holding 
various ehattras and flags as royal insignias. In the 
centre, the cow and calf are shown being blessed by Siva. 
Next to them, the king Manunltikopga Chola and his wife 
in anjali hands are shown standing, accompanied by another 
Bhd may be the prince, But he is holding a fly whisk 
on his shoulder, Here Siva 1s shown with two hands only. 
The happy occasion is being graced by the nymphs from the 
sky by showering flowers, 


Bhakta Kannappa's story 

It is a long panel (Fig. IV panel=C 13) running 
from south te north, parallel to Veerabhadra panel on its 
easty The beginning portion is completely damaged, The 


remaining portion is containing the following scenes, 


Scene-1 


In this, a Naga-Sivalihga similar to the one carved 


Yas 


out of a monolithic rock, is depieted, It is being 
worshipped by devotees, In the same manner, several 
Sivalilgas are shown being worshipped by devotees, including 
a monkey. Another 01d monkey wearing a saree is shown 
worshipping a NigaeSivalidge. She is ina seated posture, 


while a pujarl is also shown in his true dress, 


Seene-2 
Here, a Sivalihga, which is having two eyes, is 
shown on a panuvattam inside a temple, and being worshipped 


by several rishls. 


Scene-3 

In this composition, Kannappa wearing an atavika 
dress is offering something to the god. He has also kept 
one of his legs on the pedestal or panuvattame He is 
wearing leaves on the head and waist, and a bow and arrows 
on the shoulder, and in addition he is also holding a sword 


and a spears 


Scene-l 
In this seene, Kannappa is shown offering his own 


eyes to the god, when he saw blood from god's eyes, 


Scene-5 
# pS pe 
In this composition, Siva and Parvati are seated 


on their vahana, the bull, and blessing Kannappa. Within 
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a limited space, the story of Kannappa is graphically 
painted with skill and efficiency 


3, King_Muchukunda 

He was a legendery king, a great devotee of Siva 
and is eredited with bringing from heavens the five images 
of Tyagaraja (Somaskanda). His figure is depicted in the 
following panels ; 


Panel-D 2 

It is on the southern face of Veerabhadra shrine, 
It depicts the figure of Muchukunda, who rendered great 
service to god Siva and obtained a boon of eternal 16a 
He is seated in sukhasana pose. Like Veerabhadra, he is 
holding a leng sword. He is being worshipped by a group 
of rishis and devas. Since most of the details have fade, 
the details of the panel cannot be properly assessed, The 
same figure is also painted on one of the western crogs- 
bars of central bay in the Natya mapdapa (FigeIV, panel-A 5). 


Here he is shown seated, having two faces and also being 


worshipped by two rishlis. 


III. GODS AND GODDESSES 
In addition to stories, several gods and goddesses 
of Hindu pantheon are vividly painted in individual panels. 
They are depicted on ceilings ef various structures of the 


y 
complexe Everwhere they are shown being worshipped either 


by ladies, rishis and devas, This group can be divided 
into 


1 Siva and his forms, 

2, Vishpu and his avataras, 
3. Other gods and 

4, Goddesses 


1. Siva and his forms 


In the paintings, he is predominantly depicted both 
individually and in the company of his consort, Uma. At 
times some of his forms are repeatedly painted, His forms 


include: 


1) &iva 

In this aspect, he is always shown seated on a 
pedestal in sukhasana pose being worshipped by either a 
group of ishls or ladies. A better example of the same 


is preserved in ‘Sayanzgara in panel-€ 2. 


Panel~C 2 

This is a long panel painted on the central portion 
of the Sayanagara containing only one scene in which Siva 
is shown seated in sukhasana pose and having four arms. 
The upper hands are holding the parasu(axe) and myiga 
(deer) and the lower kept in abhaya and varada mudras. 
Here also, the zod is being worshipped by a group of 
ladies, eight in number, standing two on the left and six 
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on the right. All of them are profusely ornamented with 
varieties of haras of mostly pearls and of various combi- 
nations, Their hair-style jis in the form of a bun, which 
is further decorated with chains and flowerse Some of them 
are holding flowers and other pujadravyas in their hands, 
The style of their standing differs from person to person 
Such figures are repeated in panels B 9, B18, C3 scene 3, 
C5, C6 seene 2 and DL, The last one is a wall paintings 
At the latter place, he is shown being worshipped by a 
ಕಂಬಿ 124165 and men. In panel B9 he 1s shown seated 

on mount Kailasa and being worshipped by ganas andೆ a 

lady. In panel B18, he is shown standing, with four 
hands, being worshipped by a group of rishis. On the 

top, some Gandharvas are shown flying in the sky and 
showering flowers on the deity. In panel C5, he is also 
shown standing and being worshipped by a group of ladies, 
In panel C6 scene 2, he is shown seated in Padmasana. 

His face is peaceful, being worshipped by a greup of six 


ladies, richly ornamented, may be from royal familys 


11) Devlsanitamurtl 


This is another favourite motif frequently depieted 


in the following panels. 


Panel-B8 
It 1s on the southern side of panel B7 depieting 


Umi-MaheSvara aspect of Siva. It 1s also largely damaged, 


£10 


The couple are sharing the same pitha or a pedestal, 
horizontal in plans Siva is holding a ParaSu (battle-axe) 
and mriga (deer) in his upper hands and the lower ones 
are not properly visible. He is wearing a panther's 

skin as ardhoruka and seated in sukhasana pose. He 1s 
being worshipped by a lady standing at the right side 
with anjali hands and & by a rishi having long jata and 
PY 83 a panther's skin in the form of ardhorukas On 
the top, there are flying gandharvas on either side, 


showering flowers on the happy couples 


Panel-€1 

It is the last panel in the Sayanagara situated 
at the eastern end, containing 17a and Pirvat1 seated 
on the same pedestal, They are flanked by five ladies, 
two on the left and the three on the righte They are 
in their usual decoration of hair-style and ornamentation 
Some are carrying flowers and others pujadravyas and a 


musical instrument like veepa or tamburd. 


Originally the entire wall surface inside, 
including the granite-boulder which is serving as northern 
wall of the Sayanagara, were painted profusely} but now 
only the base plaster is remaining, while the paintings 
have disappeared completely 


The above form is also depieted in panel C3, 


scene 2 being worshipped by two ladies. The same theme 


is painted in panel-€10 on its northern end in the 
central hall of the Maha mapndapa, Both are sharing 
the same sana and are peing worshipped by devas and 
rishis standing on one side and a group-of the ladies 


on the other, 


Panel-D1 

A better example of the same aspect is depicted 
on the eastern wall of Veerabhadra shrine, Here the 
couple is shown seated in sukhasana facing each other 
and accompanied by a group of ladies standing on either 
side. On the right side there are seven ladies richly 
ornamented and wearing different hair-styles, while on 


the left five ladies are shown holding pujadravyas. 


i111) Dakshinamurtl 


" This aspect of Siva is vi¥idly painted in scene-2 
of panel-A7. In this scene, Siva is shown as Dakshipa- 
marti, facing south, as a youthful teacher seated on the 
mount Kailasa accompanied by 01d sages. He is seated 
on a tiger's skin under a banyan treed He has kept his 
right leg bent vertically and the left horizontally 
resting on the right knee, His hair-style is in flaring 
jatas ( jaabhara) decorated with an asura's head, His 
face is serene; the body smeared with ash and decorated 
with various beaded ornaments. He is wearing ardhoruka 


and uttarlya. He is having four arms, the right fore-arm 
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in vyakhyana-mudra and the back-arm holds a fire-pot, 
while the left upper hand holds a gamaru, the lower is 
in varada mudra, He is accompanied by several rishls 
with gods standing on either side. Some of then are 
holding various flowers in their hands. On the top 
right, gandharva couples are shown flying in the sky 
over Kailasa. The above details of the painting clearly 
tally with the description of Dakshipamurti in a Chola 
inscription at Tanjore25 Another example of the same 


is depicted in scene 3 of panel-B3, 


Scene-3 of panel B3 

Here Siva is depicted as Yogadakshipamurti, 1.e., 
as a divine teacher seated on the Kailasa The yogapatta 
tied over to his right folded leg with the waist, mark 
him as Yogadakshipamurti, He is having four arms, the 
upper ones holding a flame (agni) and a snake, while 
one of the lower hands hold# a danda and the other rests 
on the knee in jnana-mudra, His hair is in jafabhara 
style. On either side, there are rishis standing. Some 
of them are Rajarshls with jafamakufa ‘and some others 
have jatabandha type. Two of then, however, are wearing 
a peculiar type of hair style - one has kept the leng 
jatas hanging and the other has tied the same ina loose 
mot at the top of his head, They are having a tiger's 
skin on their shoulders and a kamapqdalu in one of their 


hands. Some have kept their hands in anjali pose. This 
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painting is better preserved, 


iv) Nataraja 

This aspect is depicted at three places, of which 
the better example is painted in pane1-A8 in Natya mangapa. 
It is a long panel], running parallel te the one described 
above, containing a single scene, depicting Siva as prince 
of dance (Nataraja) accompanied by a host of gods and 
demi-gods, playing on various musical instruments, Unfor- 
tunately, the details are largely damaged and only traces 
remain at present, The god is shown in dancing pose, 
inside a makara-torapa with a prabhavali?”811 around. 
On the right side, al1 the devas, yish]s and agadikpalas 
are shown playing on various musical instruments. In the 
similar fashion, on the left side, several demi-gods are 
also shown playing on musical instruments of various types. 
Puranas say that during these dances, the whole congre- 
gation of gods, demi-gods and saints present themselves 
to Tender obeisance to 81v2® This aspect of Siva 18 
hence named as Sabhapatl, “the lerd of the assembly" of 
£0೩3 On the top, several gandharvas are shown flying 
and witnessing the great dance, The entire scene is 
tastefully composed and painted, but unfortunately the 


colours and details have faded out leaving some traces onlye 


Scene-12 of panel-B3 


Here iva is shown wearing a jayamakupa decked 
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with half-moon and sun, having four arms, holding the 
kettle-drum (damaruka) and flame (agni) in his upper 
hands. He is wearing a long garland of skulls, which 
is unusual in this form. He is accompanied by devas 
and rishls on either side, one on the left and three en 


the right. This form of dance is named as bhujangatrasita. 


The other example is in panel-C9, It is in front 
of the main entrance in Raghunatha shrine, where ಔv is 
shown as Nataraja performing the lasya-type of ೧ನ 
He 1s surrounded by several gods ಪಕ rishls paying 
homage by way of anjali hands. Two gapas are shown 
flanking and lsoniag with great astonishment. There are 
six rishis on his right and eight on the left. Some of 


them have tarjanl-hasta. 


v) Ardhanarisvere 

This aspect of Siva is depieted at two places, 
They are, Scene-8 of panel-B3, It is in the outer 
verandah of the Maha mapgapa, In this scene, a composite 
forn of Siva as ArdhenariSvara is depicted, in which the 
left half of the figure is shown as Parvati wearing 
karanda-makuta and right half of the figure as Siva with 
jafa-makufa. It is said that Mahe5a appeared in this 
far before Brahm8. when he felt his inability to understand 
the necessity of poth the sexes for creationd! He is 


shown being worshipped by rishIs and devas. Another 


example of the same is depicted in panel-Cl on the 
ceiling of Maha mapdapa at the north-eastern corner of 
Parvat1 shrine, where the passage into Sayanafara takes 
right turn Here the right side of the figure represents 
Siva and the left Parvatl. Siva wears a tigher's skin 

as ardhoruka, while Parvati wears purporuka upto the 
ankles. They are being worshipped by a group of devotees, 
four on the right and six on the left, Among them sages 
wear leopard skins, while ladies wear usual dress and 


ornaments. 


vi) Lingodbhavanurt1 


It is depicted in scene-1 of panel-B3. This is 
the first scene in the eastern extreme end of the panel, 
It is depicting Siva as LingodbhavamurtI where a Siva- 
linga is shown on a panivattam and from the back of the 
same Siva is shown emerging. He is having four germs, 
the upper ones hold a parasu and agni, while the lower 
are in abhaya and varada madras. On the left, a priest 
is shown in his usual dress and attire. He is facing some 
royal devotees among which a male jis wearing a high 
conical cap. He is accompanied by his female counterpart 
and also an attendant and seems to be offering puja to 
the god. On the right side, four rishis wearing poth 
jatabandha and jatamakuya type of nead-gears are shown 
standing with anjali pose. But there is no depiction 
of either Brehm or Vishpud* 
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v11) AndhakasurasamharemurtT 

This aspect of Siva is painted in seene-2 of 
panel-B3, In this composition, Siva is shown trampling 
the asura Andhakasura, who 1s shown having two long 
horns and being erushed under the feet of Siva, He is 
dancing piercing the trident with full strength by 
holding it with his fore-arms into the back of the asura 
and holding paraSu and agni in his back arms. The same 
aspect of Sive is also carved in sculpture on one of the 
pillars of the Maha mapgape, On either side, several 
devas and yishlJs are shown standing in anjali-hastase 
Most of them are wearing jatamakuta SAR head-dress 
and some with iritamakupas. One of them is having a 
jatabandha pype of headgear. A fewof them are wearing 
a long uttarlya on the shoulders with ends left hanging 
at the sides. Siva is also wearing a jatamakuta type of 
headgear and decked with various ornaments on various 


parts of his body, 
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111) ChandesSnuerahamurt1 


In this scene (F1g. IV, panel=B3, scene-l) Siva 
is shown as boon conferring lord, Chapdesdnugrahanart1, 
as giving away one of his weapons (paraSu) to his devotee. 
The famous sculpture at Gangaikonda Cholapuram shows 
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Siva adorning devotee's head with a garland of flowers 


But here the Vijayanagara painter has used his imagination 


# 
and depicted Siva in an entirely new anugraha forme It 


is different from other examples elsewhere. A gapa 
between the two figures is shown blowing a long trumpet 
announcing the great gift to the devotee, Siva is shown 
wearing hish jafamakupa and an ardhoruka, a long garland 
of skulls (> mungamala) and a tiger's skin He is 
helding saranga (deer) and paraSu in his upper hands, 
and with one of his lower hands is offering paraSu to 
Chandesa and the other is in danamudra, A number of 


devotees are shown on either side standings 


ix) Bhikshatanamart1 

In this composition (Fig. IV, panel=B3, scene=5), 
Siva is shown as Bhikshafanamurt], moving in the woods, 
accompanied by a deer and a gapa and as one who is 
carrying a bowl on his head, He is shown with four hands, 
of which the upper two are holding (qamaru) and trident 
(trisala) and one of the lower hands holds a Kia 
On his left, two rishis are shown standing, while on 
the right, two yishi-patnls are shown offering alms with 
a ladle, The beauty of the god made the ladies unmindful 
of their sarees falling down. Their hair=style is in 
the form of a huge bun. It isa true copy of the stone 
sculpture (Pls VI, A) carved on one of the pillars in 


the Natya mapqgapa 


x) Hariharamurt1 


In this scene (Fig. IV, panel-B3, scene-6) a 
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composite form of Siva as Hari-hara holding respective 
attributes is depicted, On his left, a royal devotee 
is shown paying homage to the ged, while a purohita or 
a priest is offering worship to the god, On the right, 
a host of gods and rish]Is are shown paying respects te 
god. One of them is holding a book in his hand, 


x1) Chandrasekharamirt1 

In this composition (Fig. IV, panel-B3, seene-7), 
Siva is shown standing, having the right leg firmly 
placed on the pedestal and the left slizhtly bent. He 
is having four hands, holding a paraSu (axe) and myiga 
(deer) in his upper hands, while the lower ones are 
kept in a peculiar pose near his chest, He jis wearing 
a jatamakua form of headgear. He is having the third 
eye. In his front, a young male in anjali~-hasta is 
standing, whose long jatas are in japabandha style tied 
at the back. On his left, a lady is shown standing and 
holding something, may be a fly-whisk in her left hand, 
while the right hand is stretched straight downwards, 
She is having her hair formed into a huge bun at the 
baeke The position of forearms of Siva suggests that 
he is effering something to the person standing in his 
fronte He might be Chandrasekharad) Tne same aspect jis 
again repeated in scene-=1} of the panel-B3, Here he is 
shown being worshipped by devas and rishis. There are 
some Vidyadharas shown flying in the sky showering 


flowers on hime 
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xii) Tripurantakamurtl 

In this scene (Fig.IV, panel-B3, scene-10), ene 
of the raudra forms of Siva as Tripurantaka, is depicted, 
He is shown standing in alighasana on a chariot, which is 
having the moon and sun as its wheels. On his order, 
several gods have cooperated with him in his fight 
against the formidable enemy, 1.€., the three asuras of 
three cities, who have become a nightmare toe the devas 
and yishis. Accordingly, Vishpu took the form of an 
arrow, which is graphically shown cutting the three forts 
at the centre and made them topsy-turvy. The Sumeru hills 
has become the bow and the great serpent Vasukl became the 
string of the bow, Brahma is seen seated as the charioteer, 
Siva is also holding the paraSu and deer in his upper 
hands. The headgear 1s jatamakuta. He is wearing an 
ardhoruke and also some ornaments. The rishis and devas 
are shown standing on either side, and advising the Lord 
by way of hand gestures, It is one of the most important 
compositions the Vijayanagara artist has produced at 
Lepakshi. 
x111) Gangadhara 

In this scene (Fie. IV, panel-B3, scene-11), Siva 
is shown as Gangadhara in the attitude of appeasing Gauri 
allsrdsdanaks). In the words of Sivaramamurti “it is 


one of the finest if not the best of the paintings 
available at the site”, He also states that "it is a 


very delicate theme delicately worked", In this there is 
a happy blend of action and repose, anger and calm, also 
of the straight line and the curve in the lines tnat form 
the rhythmic outline of the composition in the 8imple 
samabhahga of Parvat] and the complex tribhadga of Siva 
that already appears to have stepped into the boundary 

of atibhaAga7®" In this famous creation, Siva is shown 
appeasing Parvati who is not happy of Siva's action in 
bringing Ganga as her co-wife. At the same time Ganga 

is shown flowing from Siva's head as a big stream containing 
fish, flowers, snakes and other reptiles. In the same 
composition two ladies are shown standing on the left 
attending ParvatI while six rishis are en the right. It 


is really a masterpiece of creation by Vijaya nagara artist. 


xiv) Yrishabharudhamurti 

He 1s depicted in seene-13, panel B3® In this 
seene, Siva is shewn riding on his vahana, the bull, aleng 
with his consort Parvatl, who is seated at his back and 
holding a lotus flower in her hand, The bull is shown 
resting with one of its front legs on the head of a gana. 
The same is carved in sculpture in the Natya mapdapa and 
also in Kalyana mandapa. Siva is shown with four arms, 
helding the usual attributes of paraSu and myiga in his 
upper hands, while one of the lower hands is in abhaya 
pose. He is accompanied by several ganas and also some 


flying gandharvas in the sky, showering flowers, The same 
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aspect ef Siva is repeatedly shown in many panels (Ak, 
A10 and ©13) as a part of the storys 


xv) Sadisiva 

This panel (Fig. IV, panel-B1l:+) is in the varandah, 
east of the panel B13 depicting SadaSiva aspect of Siva. 
He 1s seated in padmasana with his face in peaceful 
countenance and wearing a jatfamakufa headgear having six 
hands, holding five pots or kalasas representing the five 
aspects eof $1703” The two pots in his upper hands are 
being emptied on his head, the middle hands hold two pots 
and fifth one 1s held with his two lower hands, The pots 
are red in colour decorated with white criss-cross lines, 
He is wearing a panther's skin as ardhoruka and alse a 
vanamala. There are rishls on either side, The one or 
the left is with ahjali-hasta, while the right is having 
a long jatas, eo Vaishpava mark on his forehead and 
his left hand is kept in chin-mudra, praising the attitude 
of Siva. Above, on the top right, 2 flying rishI 1s 
showering flowers on the god. This aspect of Siva is 
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also carved in sculpture at two places 


2) Vishpu and his avataras 


Like Siva, Vishpu is equally represented in various 


panels at many places of the temple, His various avataras 


~~ 


are graphically depicted in the mukha mapdapa of Raghunatha 


shrine and also in the outer varandah of Maha mapdapae 
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1) Vishnu 

It 1s in the western half of the panel (Fie. IW, 
panel=C6, seene-3), The figure of Vishpu 1s in samabhanga8. 
He 1s having four arms, of which the upper hands carry 
chakra (wheel) and Sahkha (conch), while the lower are 
in abhaya and varada mdr, He is also being worshipped 
by a group of royal ladies, standing two on the left and 
four on the right. All are richly ornamented and neatly 
dressed with hair combed into a sort of huge bun decorated 


with chains and flowers, 


11) Narasimhavatara 

In this panel (Fig.IV, panel=E1) lion incarnation 
of Vishpu is painted, He is shown in sukhasana pose. He 
is flanked by rishls and devas en either side, praising 
the god, The 1eft half of the panel is damaged, He 1s 
not in the act of tearing the entrails of the formidable 
demon Hirapyakashyapa but his face is peaceful. It may 


be a yoga form of Narasimha. 


111) Parasurinivatara 

In this panel (Fig. IV, Panel-£2), Parasurma is 
painted, The panel is very much damaged, ParaSurdma 1s 
shown without kirita and seated on a pedestal. He is 
having a simple type of hair-style. No other details 


are available, 


iv) Ramavatara 

Half of the panel (Fig. IV, panel-E3) is spoiled, 
only the other half remains. It depicts the Ramavatara 
of Vishpu. He is in a standing pose and having two hands 
only. He is being worshipped by devas and rishis. 
Instead of Kiritamakufa, he is wearing jatamakuta, which 


is again a rare feature of the god, 


In one of the panels (Fig.IV, Panel-B15) of outer 
verandah of Maha mapgapa, Kodapgarama aspect of god is 
vividly depicted It is on the eastern side of panel-B1k., 
The panel is largely damaged lea¥ing some traces which 
show the standing figures of Rama in the centre and 
Lakshmapa and sTt3pn his right and left respectively. 

They have long bows on their shoulders, marks on their 
foreheads, long vanamalSs and other ornaments. Rama js 
shown in dark complexion, while Lakshmapa in yellow. SJta 
is shown wearing a black blouse. On the right side, 

near their feet, there is a seated figure, not much 
visible; he may be Hanuman. Unfortunately, the longer 
part of the panel is damaged, Wherwise it would have been 
the best i1lustration of Hindu iconography 


v) Krishnavatara 


This panel (Fig.IV, Panel-EW) was originally painted 


with Krishpavatara of Vishnu, but now only some traces of 


it remain. There are the figures of attending yishis and 
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and devas standing on either side, On the ceiling ef 
the outer varandah of Maha mapqapa, some aspects of 


Krishpavatara are painted. They include : 


vi) Yepugopala 

This panel (Fig. IV, Panel-B11) is on the southern 
side of the varandah, east of panel B10 depicting the 
Venugopala form of Vishpu. He is in standing pose, 
putting his legs in crossed manner, of which one is 
firmly kept resting on the ground, while the other 
slightly bent (kunehitapada), He is having four hands, 
of which the ಮ hands hold a sahkha and chakra, while 
a lower one holds a flute. There are trees on either 
side, suggesting that he is in a foreste He is surrounded 
by a group of shepherds in their casual dress, wearing 
kambalis of different designs 3 and colours on their 
heads, holding sticks in their hands, Their cows are 
also shown by their side, There is another cowherd 
wearing a turban type of head-dress. He is also holding 
a stick; at the same time the hands are kept in anjali 
hasta pose. Among the worshippers, there are yishls with 
raised hands and wearing jatabandha type of hair=style. 
On his left, there is another rish]l wearing a japamakupa 


headgear praising the god with visnmaya-hasta. 


v11i) Kaliyamardana 
This panel (Fig. IV, Panel-B16) is on the eastern 
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side of the panel B15 depicting Krishna as Kaliyamardana, 
one who is punishing the vicious Naga Kaliya. He is 

shown keeping his right leg on the hoods of the Naga 

and the left on the body, while holding the tail with 

his left hand, The serpent is magnificently drawn with 
detailse There are four rishis, two standing on either 
side, wearing different headgears - jatabhara, jafamakuta 
and jatabandha types, probably representing various types 
of rishis. Their hands are in various mudras. Some of 
them wear Vaishpava marks on their forehead, The god is 


wearing a long vanamala. 


viii) Kurmavatara 

In the panel (Fig. IV, panel E7) the upper half is 
human and the lower half is in tertoise form. He is in 
a sitting posture, having four arms holding Sahkha and 
chakra in his upper hands and the lower ones are in 
abhaya and varada mudris. He is flanked by rishis and 
devas, two on each side, He is painted in grey colour 
against a deep red background, while white is used for 


decorating ornaments 


ix) Matsyavatara 
In this composition (Fig. IW, Panel-E£8) Matsyavatara 
is depicted, It is also half-human and half-fish, having 
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four arms, the upper two hold sahkha (conch) and chakra 


(wheel), while the lower ones are in abhaya and varada, 


As in the case of other avataras, he is also being 
worshipped by devas and rishls standing two on either 
side in anjall hands. Interestingly, the monkey god 
Hanuman 3 also shown worshipping the god, It isa 
rare feature. Two more avataras of Vishpu painted in 
panels E6 and E9 which are completely damaged and no 


details are available, 


x) Lakshminarayang 

This is a central panel (Fig. IX, Panel B5) in 
the hall depicting the Lakshminarayana form of Vishpu 
Here Lakshm] is seen seated on the folded lap of the god. 
He 1s in sukhasana pose, His upper hands hold chakra 
(wheel) and sankha (conch), while the lower ones are in 
abhaya and varada mudras. He is being worshipped by the 


vishis and devas, two on either side, 


3) Other Gods 
In addition to various forms of Siva and Vishnu 
several other gods are also depicted in painting both 


in individual and running panels. Such gods include 


1) Veerabhadra 

He is frequently depicted in many panels that 
are executed on the ceilings of Natya mapdgapa, Maha 
mandapa and also on the walls of Veerabhadra shrine8s 
He is represented both in seated and standing postures. 


Sometimes he is accompanied by his consort Mahakall. 
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The best example is in scene-2 panel-€10, 


Seene=2, Panel-€C10 

It occupies the central portion of Maha mapdapa, 
wherein a gigantic figure of (7.7 x WL 3 M.) Veerabhadra 
is painted in standing pose. This 1s the largest freseo 
figure in ಸ್‌ It 1s the most magnificent ereation of 
Vi jayanagara artiste Unlike the others, it is painted 
in profile. He is having ten hands, holding various 
weapons and attributes*! probably to suggest the enormous 
might of the god. The artist has shown some gandharvas 
and rishis flying in the sky from the mid-region of the 
figure instead at the top, and showering flowers, The 
figures of Virupanpna and his family members, who are 
shown standing on either side at his feet and offering 
prayers to their favourite g0d, look very small at the 
pedestal level suggesting abnormal height of the god. In 
panels C6, C7 and C8 executed on the ceiling of Maha manga 
he 1s shown seated and is being worshipped by a group of 
royal ladies and also rishis and devas. The panel D3, 
which 1s a wall painting executed on the Veerabhadra shrine 
contains a seated form of the god being worshipped by a 
group of ladies. In panel-€8 he is shown seated, flanked 
by rishis and female worshippers on one side and a group 


of female dancers and musicians on the other side, The 


latter are in action. In every panel the god is invariably 


shown holding a long sword in one of his hands, In panel-A5, 
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on the Natya mangapa ceiling both seated and standing 
forms of god are depicted, In panel A2 he is shown 
standing with his consort Manakal] inside a makaratorana. 
He 1s being worshipped by Virupapna and his retinue, 


11) Bhairava 

This panel (Fig. IV, Panel-B13) 1s en southern 
side, east of the panel=B12 depieting a form of Bhairava 
in standing pose having four arms holding, khadgga and 
gamaru in his upper hands, while the lower are kept in 
abhaya and varada mdras. His head-gear js in jatamakuta 
form with flames of fire all around. He is having a third 
eye, and jn addition to his usual ornaments, he 1s wearing 
a long kapalamAla or mundamalae There is a dog on his 
left. He is accompanied py two mendicants or ascetics, 
one each standing on either side, The one on the right 
is praising the god with one hand kept in vismaya pose, 
and other in anjali-hasta. Their hair-style is peculiar 
the long jafas are tied into a central knot. He is also 
accompanied py a gana having a jatabhara hair-style. On 
the top there are flying gandharvas showering flowers 
on the deity. He is also depicted once again in scene-5 
of panel-A} as a part of Kiratarjunlya story, being 
worshipped by Arjuna. | | 


111) Ganesa 
This panel (Fig. IW, panel-B19) 18 on the eastern 
side of the panel B18 depicting a seated figure of Ganpesa 


in the same style as that of a monolithic one carved on 
a granitic boulder in the vicinity. He is seated ona 
raised pedestal near which his vahana, the rat, is also 
painted, He is being worshipped by several ganas, who 
are depicted in short stature with protruding eyes and 
curly hair etc. Some have flowing jafas. On the top, 
some gandharva couples are painted flying in the sky 


Their hands are in vismaya-hastas., 


iv) Astadikpilas 

In this panel (Fig. IV, Panel-C10, seene-3) in 
a Tow, Agstadikpalas are shown mounted on their respective 
vahanas. From east to west they are Indra on elephant, 
Agni on ram, Yama on a buffalo, Varuna on a makara, Vayu 
on a deer, Kubera on a horse, Isina on a bull and Nirutti 
on a man, Similar to the Natya mapdapa, the lower surfaces 
of entablature slabs were also painted with fieures and 
floral designs once, but now, except some traces, no 


details are available. 


k) Goddesses 
They are shown sometimes in the company of their 
male counterparts and also depieted individually in 


seperate panels, They include 


1) Parvatl 
It 1s the last scene in the panel (Fig.IV, panel-B3, 


scene-15) wherein Parvati is shown seated in padmasana on 


a pitha holding a flower in her right hand, wearing a 
kucha-bandha (breast-band), Karapdamakuta and other 
ornaments. She is shown in blue colour and is executed 


with grace and beauty 


11)Narasimh3 

This panel (Fig. IV, Panel-B10) is in the south- 
west corner of the varandah depicting the female 
counterpart of Narasimhavatara of Vishnu, She is having 
the lion's face, human body, wearing a green blouse and 
a saree, whose upper end is kept hanging on her shoulder. 
She is having two arms and is being worshipped by three 
rishis,of whom two are standing on the right side and one 
on the left. One of the two, on the right, is wearing 
jatabandha hair-style and the other 1s having a jatamakuta. 
The one on the left is wearing a jatamakufa hair-dress 
and his hands are in anjali-pose. The Brahmayshi is 
paying homage to her by raising one of his hands, She is 


shown flanked by trees, This is g rare representation 


111) Durga 

This panel (Fig. IV, Panel-B12) is on the eastern 
side of the panel B11 largely damaged, leaving some traces 
only. It isa formnof goddess Durga seated on a simhasana 
or a pedestal on which a lion is painted She is wearing 
a karandamakuta headgear and 1s accompanied by four ladies, 


two of whom are standing on either side. The one on the 
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extreme left is in black colour having 8 parrot seated 
on her right hand, There is overlapping of outlines of 
the features indicating that it was retouched subsequentlye 
This feature 1s already noticed earlier in case of eertain 


panels in the Natya mapgapa 


iv) MahishemardinT 

This panel (Fig. IV, Panel-B12) is on the eastern 
side of panel B16 in the southern verandahs It is depictirg 
Durga as Mahishamardinl. She is piercing a long trident 
(trisdla) into the body of Mahishisura. Her vehana, the 
lion, is shown on her lefte She is wearing Karapqamakuta 
headgear and a breast-band (kucha-bandha) and ornaments. 
It is a proto-type of the sculpture earved on one of the 
pillars of the maha manpgapa. There are both devarshls 
and brahmarshis, two each standing on either side, wearing 
jatamakute and jatabandha type of hair styles and with 
hands in ahjali. On the top right, there is a flying 


gandharva showering flowers on the deity 


IV. SECULAR THEMES 
In addition to the above variety of subjects, some 
secular themes are also painted on the eeilings of the 


Natya mapdapa and Maha mapdapas They inelude 


1) Panel-A2 
Scene-2 


It is a long seene occupying three-fourths of the 
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panel, depicting Veerabhadra with his consort Mahakall 
and Daksha, being worshipped by Virupappna and his brother 
Virappa nayaka along with his family members, other 
officials and attendants, It isa scene containing nearly 
twentytwo figures schematically arranged in a most 
appropriate manner, In the centre, Veerabhadra, the 
family god of Virupappa, is shown in standing posture 
holding a long sword in one of his hands and wearing a 
jatamakuta type of head-geare His third eye is prominantly 
showne On his left, his spouse Mahakali is shown standing, 
holding a long sword in one of her hands and wearing 
various ornamentss On her left, the figure of Daksha 
with ram's face, is shown standing in anjali pose. He 
looks very small in stature when eirkarhd with that of 
the god. On the left side of these figures, a group of 
ladies, five in number, along with a male attendant at 

the back,are standing with folded handses Among the five 
ladies, three seem to be of royal status wearing numerous 
ornaments and attire and they may be the family members 

of Virupappa and Virappa, who are standing on the other 
side of the god, They are accompanied by two lady 
attendants, who are shown in dark complexion and less 
ornamented, and with a male attendant at the end with 


full coat upto the knee, an uttarlya at the waist and 


wearing a small conical caps 


On the right side, immediately after the god, a 
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temple priest 1s shown comparatively short in stature, 
wearing a dhoti of red colour, and a small uttarlya 

tied to the waists He has vibhutI] on the arms and forehead 
and has long hair left hanging at the back. He is 

helding a lamp and bell in his hands, Virupappa and his 
brother Virappa are shown standing with their hands in 
anjali mudra (Pl. XV, A)e They are wearing high conical 
a3 richly decorated, long white coat upto ankles, a 

long uttarlya tied at the waist, pearlsharas at the neek 
and vibhnitI marks on the forehead, They are eagerly 
looking towards their favourite god Veerabhadra, Immediately 
after them, there are two more persons standing with folded 
hands, like attendants, but wearing high conical eaps 

and coats reaching upto their knees. Uttarlyas are 

tied at the hips as is shown in the ease of Virupappae 
Their stature, pose and dress are a]] indjeative of their 
less important status. They may probably be the personal 
staff of the two brothers. To their right, there is 
another male standing with anjali-mudra and wearing a 

long coat extending upto akle6) but wearing a different 
type of cape He may be an important official of Virupannae 
By his side, another person is shown with a different 

type of dress, with folded hands, wearing a low cap with 
central projection and short in stature, He may be an 
attendant of the official, Again at their back, six 


more people are shown wearing high conical caps (P1eXVI) 
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but holding some objects in their right hands and with 
the 1eft hands lifted up. They may be some personal 
staff of Virupanpas It is really an interesting panel 
which throws ample light on the contemporary costumgs 
and traditionse Similarly in panel-C10, scene=2, the 
same personalities, Virupappa and VIrapya along with 

his family members are depicted worshipping the gigantic 


figures of Veerabhadra. 


2) A Cheeta-hunt 

This panel (Fig. IV, Panel=C11) is painted on the 
ceiling of the Maha mapgapa along the western wall, wherein 
a secular scene of cheeta-hunt is depicted graphically, 
A cheeta is shown attacking one of the members of a hunting 
party led by a king on the horse-back. He is pinning 
the cheeta to his long spear and several followers of him 
are also attacking the animal, some with bows and arrows 
and others with swords and shields, They have various 
hair=styles and hunter type of boots tied with long straps 
In this panel various weapons are also depictede There jis 
a lady also on the horse-back witnessing the hunting scene. 
The royal person is wearing a long coat, The 10cal people 
connect the painting with the legendery story of the 


origin of “Hoyasala dynasty", 


3) A Royal procession 
This panel (Fig. IV, panel-C1#) is depicted on the 


ceiling of the Maha mandapa parallel to panel-C15, runs 
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from north to south in different scenes extending upto 
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Papanasesvara shrine, 


Scene=1 

A person, probably a king, is being given a bath 
by a group of ladies. He is seated in Rajaleelasana 
pose. A male, probably a high official, wearing a high 
conical cap, is paying homage to him, 


Scene=2 

In this seene, the same male who was given a bath 
is shown riding a horse accompanied by several other 
officials with conical caps. He is preceded by a large 
procession with various musical instruments. In the end, 
he is depicted prostrating before Siva and Parvati, who 
are seated on an Asana and are being worshipped by a host 


of other devotees 


Ve, MISCELLANEOUS 
1) A temple enshrining a Sivalinga is depicted in 
one of the panels on the ceiling of Sayanedra (Figs, 


Panel-€3, scene-1). 


Scene~1 

It is in the northern end of the panel Sayanagara 
wherein a Sivalihga is shown on a hish pedestal or panivattam. 
It 1s shown inside a shrine whieh is having a dvitala= 
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vimana and a kalasa over it. There is a priest in his 


usual typical costumes and style and a monkey offering 
paja to the SivaliAga. At the same time, several rishls 
and gandharvas are shown flying over and showering flowers 


on the god, The sky 1s conventionally depicted, 


THE STYLE AND COLOUR SCHEME 

The main colours that are used in these paintings 
primarily include red, blue, yellow, green, black and 
white and their combinations. Though they look dul] at 
present, originally they mst have been deep and brights 
Some of the 1ess affected paintings that are in Raghunatha 
shrine testify to this observation, While composing 
various panels, the artist has selected most appropriate 
hues and shades to depict various subjects. In general], 
though the compositions appear more appealing to the eye, 
some un-natural elements do occurs For example, the trees 
are shown in black instead of greens In the case of every 
panel, generally red-ochre is used as backgreund If the 
figures are painted with light colours, the background is 
shown more dark to project the subject in relief. Other 
wisea 1ighér shade of red ochre is invariably given as 
background, The figures are generally shown either in 
light yellow or dark brown complexions, The white colour 
is profusely used for ornamentation and draperye Green 
and blue colours are sparingly used, that too in depicting 
gods and goddesses onlye While applying the colour the 


artist does not enhance the light and shade effect, hence 


generally they look flat, He has achieved great success 
in producing the costumes of different designs by using 


multi=colours in a most naturalistie manner. 


In making the panelling, the availability of space 
at the disposal of the artist, has played a greater role, 
which resulted in making long panels. In filling up the 
panel, he has selected a suitable theme on the basis of 
the space available, Each panel is given a wider border 
al] around, beautifully decorated with various flowers 
and creepers in multi-colours, befitting with the subjects 
depicted thereins The sides of the beams are invariably 
painted with friezes of swans in various poses. As 
referred to above, no demarcating line is made in between 
different scenes within a panel, While composing the 
sub ject, main figure is depicted at the centre and 
associated fizures are placed on either side as far as 
possible in a balancing manner, The figures are shown 
generally in three-fourth profile keeping the face and legs 
in one direction but there are exceptions, For example, 
some of the forms of Siva and Vishpu which are shown 
frontallye Generally the figures are shown standing in 
a leaning fashion having pointed nose and large Ke 
In many cases, the figures look more static, The legs 
are always shown side=ways fully resting on the ground, 
Even in the case of Brahma, who is having more than one 


head, the body and the face are shown in front view, while 
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the legs in side direction, The fitures are shown with 
powerful limbs and the modellins was achieved through 


suggestion of lines, but not through colours. 


In depicting the costumes, the gods are shown 
wearing two garments, 1.e., a dhoti and uttarlya which 
is usually tied to the waist and sometime wore on the 
shoulderse In case of royal dignitaries they are shown 
wearing a long coat and a long uttarlya is shown tied te 
the waists A high conical cap 1s on the head, The length 
of the coat, the height and shape of the cap and even the 
usual height of the person, are taken into consideration 
in depicting of different official and social status of 
the figure, It is also evident in the choice of the 
colour, when a servant is shown in the company of his 
master, he is always shewn in dark complexf{on, short in 


stature, less ornamentedy¢ 


Further the sweep of the stripped garments and the 
swing of the fluttering girdles give an 11lusion of angylar 
spiralie movement of the fine) In depicting the 
temple priest, the Vijayanagara painter had achieved a 


masterye 


While depicting the natural scenery, the artist has 
achieved limited success, He could not project the details 
of forest and hills, in naturalistic manner, He has shown 


the above items conventionallye The hills are shown as 
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piled up stones which leok like fish-scales without any 
proportion between the hill and the nearby trees in their 
heights. The tree looks bigger than the nearby hill on 
whieh a Kirata and Kirat] are standing. Similar is the 
case in depicting various animals in the forest. A 
parrot's head is shown much bigger than that of a nearby 
hare'sg The deer is in a natural manners The river 1s 
also depicted in conventional manner, in the form of 


wavy lines, with fish, snakes and flowers in between, 


In the words of Basil Gray, in the LepakshJ paintings 
“tne naturalism of South Indian painting says its last 
word, The colour and disposition of draperies and orna= 
ments are used for a purely formal purpose and though the 
line cannot resist the urge to follow the swelling contours 
of the figures, thereby giving them scale and dignity, it 
is not allowed to disturb the rich two-dimensional texture 
of the painted surface. The artist, like the contemporary 
seulptory; was st11]1 unable to keep his eye wholly turned 
away from nature, and the forms of animals and birds are 


sketehed in with quick and tender Sree 


Phillip Rawson says “the late South Indian charae- 
teristics of these pictures are revealed especially in the 
attendant figures. They are :$ a fondness for towering 
jewelled crowns and for elaborately folded and pleated 
draperies with the hard, flat curves of their design and 
patterns emphasised in solid white paint, the heavy stress 


laid en the many echoing curves of the flesh-folds of the 
neck, of necklace, armlets, anklets and epaulettes and 
lavish display of the jewellery of the heavenly beings. 
The whole of the background to the celestial scenes is 


strewn appropriately with flower-like stars. The wriggling 


contours of boat=1ike clouds are strewn here and there 
as well as several] unattached curves and enigmatic curved 
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Female figures are depicted at several places. 
They are very frequently depicted in the paintings of the 
Maha mapgapa, where they are invariably shown in the same 
style of standing and decoration. They are generally 
semi-nude and agile, stand on the base-line with feet 
and heads shown in profile and directed one side, leaving 
the chest almost in front viene Their bodies are shown 
in rounded contours with powerful limbs and vehement 
gestures. They are shown with four types of hair-styles 
and the same are repeated everywhere causing monotony 
Very rarely they are shown wearing a blouse, but usually 
shown covering the shoulders only with the upper end of 
the saree leaving the chest opens The ends of the saree 
are shown with angles. The designs on the garments are 
conspicuously emphasiseds Nowhere there is repetitions 
and their colour combination is appealinge Nowhere nose 
ornament is shown. On the other hand, ear is decorated 


with three varieties of ornaments, The hair-buns look 
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disproportionate to the head, but add peauty to the 


feminine form, 


In the words of C.Sivaramamurti, "the painting of 
Vijayanagara emperors had an excellent sense of beautiful 
form and pose, arrangement of figures to produce good 
compositions and good colours sense to paint pleasing 
pictures. The lines have been drawn in sure and 
unswerving strokes and the curves suggest the facile way 
in which the brush glided on the surface, The lines 
that go to form the contours are mute testimonies to 
the perfect knowledge of the human form that these 
artists possessed in abundance costumes and ornaments in 
these paintings have a peculiar historical interest here 
apart from the artistic embellishment that these are 
intended to add, The portrait paintings of Virupanppa 
and his brother with their retinue are most important 


from this point of view as welt"? 
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Thus, the Vijayanagara artists, by absorbing some 
of the earlier traditions, mainly the decorative art 
tradition of medieval India with an {iconographic bias 
towards mythological incidents and epic legends, have 
established their independant manifestation by a pictorial 
oa This style is termed as late Vijayanagara style 
for which LepakshI paintings stood as an outstanding 


example end continued further during 17th cents 
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The Date 

It i5 an established fact that the LepakshI temple 
had its hey-days during Achyutadevaraya's rule (1529-1542 AD.) 
The local chief Virupappa Nayaka who ruled the area, 
having his head~quarter at Penukonda, was mainly responsible 
for the large scale developmental aetivity of the temple 
ineluding paintings. The depiction of Virupappa and his 
retinue at several places in the paintings, worshipping 
Veerabhadra, further confirms the above facts This might 
have taken place between 1531 and 15#1 A.D. during whieh 
period several donat$¥y grants were issued either by 
Virupapna and his brother Virappa or on his request by 
the ruling monarch Achyutaraya Msnaraya and other officials. 
Several scholars who have studied Lepaksh] paintings, 
like C.Siveranamurti S.Paramasivan? AH. Longhurst) | 
S Mittal” and others have unanimously agreed that they 
belong to Achyutaraya's period (1529-1542 AD.) 1.e, 
middle of 16th century 


Sivaramamurti felt that the paintings executed in 
ardhamapdapa or mahamapdapa are much superior in execution 
than those in the Natyamanpgapa and may be earlier in d೩೬ಕಿ? 


Even then, there may not be much time gap in between 


So it is quite evident that the above paintings 
were most probably executed during the period of Virupappa; 


preferably during the hey-days of Lepaksh1 temple, ise, 
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CHAPTER=VIT 
CULTURE OF THE TIMES 


The innumerable sculptural representations and the 
vast number of paintings that are available in the temple 
throw a flood of light on the socio-economic and religious 
life of the people who were actually responsible for the 
creation of such stupendous edifices and actually lived 
and worshipped theme It is but natural for an artist to 
introduce the life of his times, the en¥ironmental set up 
with which he is well acquainted and the knowledge of the 
manner of life that was prevailing as the material for 
his creations! It is evident from the foregoing chapters 
that the secular sculptures outnumber the relizious 
divinities, but it is vice-versa in the case of paintings. 
Even in paintings the colour which was applied is as per 
the choice and taste of the artist, but the dress, orna= 
ments and weapons are of eontemporary types and styles. 
This tradition was not new to the artist of the time and 
was prevalent even during the times of Varahnihira who 
has remarked that ™“DeSanuripa bhiigana vesalankara 


murtibhih Karyap"” 


Thus the imagery of both religious and secular 
characters provide sufficient information about the dress, 


ornaments, hair-styles, musical instruments, weapons, 


furniture, articles of daily life and means of conveyances, 


the trades and professions that were in vogue in the 
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contemporary society and also portray various sentiments 
as 


of life such, happiness, anger, kindness as also customs, 
traditions and beliefs of the people of the time, The 
dress and ornaments speak of the status in the society 
and the general economy of the country during the period 


Hence, the following study is made, 


DRESS 

In every civilization and culture, costumes count 
more than mere clothing. It expresses the structure of 
the society and aspiration of the person or persons, who 
wear it, As Frugel puts it "dress is a sien of rank, 
occupation, locality and display of wealth" It also 
speaks of the sex of the wearer and the climatic conditions 
of the time, It also reveals the customs and traditions, 
the aptitude and the aesthetic sense of the people. It 
tells the cultural advancement of the times too. A keen 
observation of the costumes that are depicted in the 
sculpture and in paintings helps us in reconstructing the 
life of men and women during Vijayanagara period in the 
regions For the study of the dress of the people, the 
costumes shown on the various gods and goddesses, the 
celestials like surasundaris or apsarasas have been also 


taken into accounts 


For the study of costumes the available figures 
are broadly grouped into male and female which in turn are 


further sub-divided into #£ various categories as per their 


status in the society. 


1) MALES 

1) Kines 
Kings and nobles and some royal devotees are carved 

on some of the pillars of Natya mapngapa, Maha manpgapa 

and in the southern cloister of the outer enclosure. The 

kings used to wear a lower garment (adhovastra) in the 

form of a dhoti or a tung]. In the former case the limbs 

below the waist are covered with a long cloth, having 

multifolds on the legs reaching upto the ankles, gkx the 

ends of which are tucked both in front 2nd back. It is 

further secured in position by another long pieee of 

cloth called waist-band (kamarabandha) (Pl. XIII), In 

many cases, 1t is simply wrapped around the waist, 

sometimes tied to the waist forming a loop with a knot 

on the side-hip. In addition, the king is always shown 

to wear a long uttariya as upper garment put across the 

chest or around the shoulder with the folded ends held 

in the left arm as a symbol of dignity. Even some of 

the portrait sculptures of Vijayanagara kings depicted 

elsewhere and identified by scholars as king Mallikir june" 
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Achyutaraya’” and Krishnadevaraya are shown wearing their 
costumes in the same style, Sometimes they are shown wearing 
dhoti upto the knee only, but the way they wear the 

upper garment is the same everywhere, The same style of 


costume is shown in depicting the gods, Kings like 


[Ay 
(ಮ 
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Dharmaraja, Drupada, Janaka and a historic person like 
Manunltikonda Chola (P1XIV) in the paintings of the 
Natya mangapa. On one of the pillars of Natya mapgapa 

a royal devotee is shown wearing the under~¢garment 
(adhovastra) in the form of lungl 1.6e., a wrapping around 
the lower limbs in a loose manner, The same style is 
shown in painting while depicting the figure of Vishyu 
wearing dhoti upto the ankles and another piece of long 
cloth in the form of waist band (kamarabandha). It 1s 


common in the case of many gods and saints. 


11) Rajayshis and Brahmarshis 

Some of the important saints like Rajarshis, 
Brahmarshis and Arjuna are shown wearing an additional 
upper garment (uttarlya), covering Some portion of the 
chest or put simply on the shoulders or around the neek 
Peculiarly in case of Indra, the upper~¢garment is shown 
covering the entire body (P14XIV), But generally, almost 
all the figures right from kings down to the commoner 
have the upper half of their body bare. In paintings, 
the garments are invariably shown with borders decorated 
with flowers and designs which seem to be of very costly 
varieties. This goes well with the description by foreien 
pravellers like Paes, Abdur Razzak, Varthema and Nuniz9 
Nuniz, while describing the clothes of Achyutaraya says, 
"nis clothes are silk clothes (pachoies) of very fine 


material and worked with gold = each one worth ten pardoos 


and they wear at times bajuris of the same sort, which 


are like shirts with a skirt? 


111) Nobles and Ministers 

Among the royal personalities, certain chiefs and 
ministers like Veeranpa and Virupappa are shown both in 
sculptures and paintings. Unlike the kings, they are 
depicted wearing a loose, long coat extended upto ankles, 
full sleeves and the collars embroidered with pearls 
(Pl. XV). They are also shown wearing a long piece of 
cloth (uttarlya) wrapped around the waist, keeping one 
end hanging either in the front or on the side hips 
Sometimes it is put hanging on the left shoulder 


iv) Hieh Officials 


Along with the chiefs in the same panel, some high 
officials also appears From their dress they appear to 
be ministers and generals. The minister is alse wearing 
a long, loose coat extended upto ankles, having a long 
uttarlya tied to the waist. He wears a round cap instead 
of a high, conical one (Pl. XV, A). His position also 
suggests his status in between the chiefs and general; he 
may be a minister, Similar figure is also carved on a 


pillar of the Kalyana mapdapa. 


In the same pane], several high official like 
generals are painted (Pl, XVI). They are also wearing 
high conical caps as that of chiefs, and also coats with 
full sleeves. But in design and in length, they differ, 


It 1s extended just below the knee. Some are with central 
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opening. In some cases, the opening is in overlapping 
fashion and some have artistic opening cut into semi-circles, 
They also wear a long upper-garment tied to the waist, 

Some of them are holding swords signifying their profession, 
may be generals or military officials (Pl, XVI). 


v) Attendants to kings 

Along with the above mentioned high officials and 
nobles, some attendants are shown standing with folded 
hands. They al] wear a garment upto the knee or just above 
the knee, with opening in the centre, embroidered collars 
and full sleeves. They also wear an uttarlya tied around 
the waist¢ They wear different types of head-gears. Their 
way of standing, their position next to their lords and 
the type of ornaments and head-gears all suggest that they 
are attendants (Pl. XV, A), 


vi) Devas and Rishis 
They are always shown wearing a dhotJ upto the 

ankles with pleats at the centre, in the front, The ends 
of the pleats are again tucked at the back with folds in 
front. It is further secured by an uttarlya wrapped around 
the hips. Its ends are left hanging in the front at the 
centre. Some devas are also shown wearing a third piece 
of cloth firmly tied to the waist with knots on either side 


leaving the ends of it in tassels, 


v11) Acharyas and Philosophers 


On many pillars, numerous males are carved seated in 
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sukhasana pose on pithas. They are shown with pot-belly 
and wear various ornaments. Some of them have their hands 
in vyakhyana-pose. They wear a dhoti upto the knees with 
pleats at the centre with the ends tucked at the baek, 


The upper half of their body 1s left uncovered. 


vi11) Saints and Ascetics 

These fizures are carved quite often in the sculptures. 
The former are shown wearing dhoti usually upto the ankles, 
but in some cases upto the knee only. It is further secured 
and tied at the waist with another uttarlya or a long piece 
of eloth with a loop and knot on the left hip and one x end 
is left hanging in front. Some of them are seen seated 
with folded 1egs, with an upper garment, suggesting that 
they are in yoga. Some of them are seen covering their 
chest and shoulders with an upper garment thrown in diagonal 
fashion covering the chest and right shoulder. Some of 
them are shown wearing a kauplna but no upper garment, 
Some wear a panther's skin on their shoulders and have 
heavy jatabandha type of head-dresses. Such people were 
noticed py Barbosa in 150% AD. in Vi jayanagara empire’. 
They are named as jogls. There are other people wearing 
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always a long and 100se tunic ‘type of coat, usually 


extending upto ankles, but in some cases just beyond the 
imees. Sometimes it covers their hands also. It reminds 


us of the long shirts of the present day Bairagees 


(asect of sanyasis). 
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ix) Archakas or Priestly Class 
Seven people of priestly profession are depicted 


both in sculpture and paintings, They are always shown 
wearing a dhotI upto the ankles, with pleats in front and 
ends are tucked at the back. It is alse further secured 
by way of another uttarlya tied to the waist as kamara- 
bandha, In some instances, they are with lower garment 


worn upto knees only. The rest of the body is left bare. 


x) Musicians 

In the Natya mandgapa and elsewhere, several 
musicians are carved either playing on a musical instru- 
ments or in the act of singing. They are always shown 
wearing a shirt with full sleeves with no collar and 
extending in length upto the knees only. It is further 
secured by a long piece of cloth (uttarlya) tied to the 
waist with a loop at the centre and with ends hangings 


x1) Vaisnavacharyas 

They are shown in sculpture as dancing and playing 
on tambura(Ple XII, A)e They are depicted wearing a 
dhoti upto ankles, having pleats in the front centre and 
both the sides of it are taken back and tucked, which gives 
folds over the legs, It is also secured by another piece 
of cloth tied at the waist with a knot at the side-hip. 
They are also shown wearing a long uttariya on the shoulders 
with the ends kept hanging in front. Another piece of 
cloth is tied around his turban, 


x11) 01d people 


Several 01d people are shown holding an ymbrella 
and a pot in their hands. They wear a short dhoti upte 
the knees with pleats at the centre, They are also 
wearing a short-=shirt with half-sleeves and a turban 


tied to the head with one end of it hanging at the back. 


Xx111) Archers and Warriors 

At several places on the pillars, a number of 
archers are carved, so also shown in the paintings. They 
wear either a short tailored garment very similar to the 
modern nicker or a short dhoti covering upto the thigh 
and further secured with another long piece of cloth, 
keeping the ends hanging in front. The upper half of 
the body is left bare, but a protective helmet is worn 
on the head, In one of the painted panels, some attendants 
are shown holding flags and royal insignia or chhatras 
along with Siva. They are shown wearing a nicker over 
which a long piece of cloth or uttarlya is firmly tied 
with folds extended over the buttocks and knot in fronts 
In dress they are similar to the gapas carved in the 


sculptures on many pillars (Pl. XJ, A). 


In addition to the above, several males of different 
professions representing the lower strata of the society, 
are depicted They wear very scanty cloth on their body 
as their dress. They include 


xiv) Shepherd (Pl. XI, B) 


At many places, on the pillars of the various 
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components of the temple complex, shepherds are depicted 
either alone or with another companion. But they wear 

a uniform dress consisting of a short piece of cloth 
tied to the waist covering buttocks only and leaving a 
small tassel at the centre in front, The remaining 
portion of the body is left bare, They invariably cover 
the head and back with a thick kambali or a cloth having 
a knot on the top. They are also shown with similar 
dress in painting, where the colour of the kambali is 
clegrly shown as black but with white stripes which are 
quite similar to the present day kambalis being used by 
the same community in many parts of South India including 


Andhra Pradesh. 


xv) Cowherd 

On one of the pillars of the western portico of the 
outer enclosure, a cowherd is shown wearing a short dhoti 
upto the thighs. He is wearing a turban made out of a 
long uttarlya coiled around the head and its one end is 
left hanging at his back, This fashion is still prevalent 


in Andhra ೩58 in working classes like farmers and cowherds, 


xvi) Snake-charmer 

On one of the pillars of the Kalyana mandapa, a 
snake-charmer is shown blowing his flute (modi) in front 
of a snake. He is depicted wearing a dhoti upto the thighs 
which is further secured with another piece of cloth tied 
at the waist with a loose loop and a knot at the back with 


the ends fluttering. He is also wearing another uttarlya 
wrapped around the head in the form of a turban whose end 


is hanging at the back. 


xvii) Working Class 


In the sculptures, some commoners look like working 
class people or attendants holding invariably a stick in 
their hands and wearing scanty dress. They have enly a 
piece of cloth tied to the waist, Sometimes they wear 
either a low cap or a piece of cloth tied to the head, 

The same is confirmed by the writings of foreign visitors 
like Varthema who visited the Vijayanagara empire and who 
writes that "the common people went quite naked with the 
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exception of a piece of cloth about their middle Some 


of them are shown wearing a kaupina also. 


xviii) Clowns 


Among the commoners who are often depicted in the 
sculptures, clowns and persons playing on 8 shallow-drum 
(Pl. VII, A) are important. Clowns, both male and femele, 
are variously represented, The males are shown wearing 
a short tailored garment similar to the present day nicker 
upto the thigh. It is further secured by a mekhal8. He 
is also sometimes shown wearing a piece of cloth kept over 
the shoulders, hanging down and invariably with a fisher- 
man's cape Such clowns are shown wearing a cross belt 


over the chest or some beaded bands, 


xix) Drum=beaters or Drummers 

A man playing on a shallow-drum (patahea) is 
shown variously at many places, He is shown wearing a 
short tunic, a shirt and nicker, over which a sort of 
girdle or waist-hand of leaves design can be seen, In 
some cases, he wears a trouser and a shirt with full 
sleeves, He is shown wearing a variety of capss In 
one instances, he is shown wearing a long coat and a 
piece of cloth is tied to the waist putting a loop and 
knot at the left-hip (Pl, VII, A). 


xx) Hunters 

On one of the pillars of northern cloister a 
hunter is depicted returning from a hunt, He is shown 
wearing a long piece of cloth tied to the waist and with 
its longer end hanging in front] ”and another piece tied 
to the head, The head is decorated with leavess Ing 
similar fashion, in the Kiratarjunlya panels, both in 
seulpture and painting, several hunters are shown wearing 
a short dhoti at the waist upto the thighs over which 
some are wegring a garland of leaves and others a piece 
of cloth tied around the waist and hips, leaving one end 
hanging in the front, Similar dress 1s found with Kannappa, 
a hunter by profession, depicted both in sculpture and 


paintings. 


xx1) Wrestlers 


On one of the pillars of the Kalyapemapdapa, two 
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wrestlers are shown fighting. They wear a small pieee 
of cloth tightly tied with a knot in front around the 
1oins !3 in the form of a 1angotl with no upper garments 
In another instance, a man with two clubs in his hands 


is also shown with similar dress, 


Xx1i1) Potter 
A potter is also depicted on one of the pillars of 
Natya mangapa He is also wearing a dhoti upto the thighs, 


has no upper garment, but wears a cap (Pl. IX, A). 


2) FEMALES 

In the sculpture as well as in the paintings, 
several women are depicted, They include goddesses, 
Apsaras, royal ladies, rishi-patnis and female attendants, 


dancers and musicians, They depict varieties of dresses: 


1) Goddesses and Royal ladies 

In sculpture as well as in paintings, several 
goddesses like Parvati, Sita, Sarasvat], Lakshm], DraupadJ 
and the wife of Manunitikopda Chola and several royal 
ladies are depicted in profiles A1] these are shown 
invariably wearing a long saree. Ina majority of cases, 
they wear three~fcurth of it for covering the lower limbs 
from the waist below in a loose manner, with pleats in 
front and their ends are spread in a semi-circular fashion 
Tne other end of the saree is extended usually to the left 
shoulder, very rarely to the right, and kept hanging either 


at the back or in the fronte In most of the cases, they 
are shown with uncovered breasts. In some cases (queen 

of Manumitikonda Chola and some female monkeys), they are 
shown wearing their sarees in the form of male's dnoti 
with few pleats in front and both the ends tucked up at 
the back keeping the ends fluttering with a knot on 
either side, It allows the folds to form regularly, 
right from ankle to waist. They also wear another garment 
tied at the waist, leaving one end hanging in front. In 
all the cases, the saree is further secured with simple 
or elaborate waist bands (mekhal8)or girdles, The sura- 
sundarls or Apsaras are shown wearing the saree in 
stylistic fashion leaving the pleats hanging vertically 
in front, the ends forming sharp angles. In one instance, 
Parvati 1s shown seated, accompanied by several female 
attendants, wearing a long upper garment, uttarlya 
covering the shoulders and with ends kept with a long 
loop inside the left arm, Her sitting posture on a 
pedestal leaning against a huge pillow at the back 
encircled by several female=attendants, further suggests 
her queenly status. Most of the noble women depicted 

in paintings are shown wearing the sarees of attractive 
designs and colours, in usual] fashion as described above 
and worn by most of the women in the south.e This exactly 
tallies with the observations made by Barbosa who visited 
tne Vijayanagara empire in 1504 A.D. He says, "the women 
wear a cloth of very fine cotton or of silk of pretty 


A 


colours which may be about six cubits long. They gird 
themselves with part of this cloth from the waist below 
and the other end of the cloth they cast over shoulder 

and the breasts and the one arm and the other shoulder 
remain uncovered! 1 Interestingly, every woman depicted, 
both in sculpture and paintings, invariably is shown 
wearing the sarees below the nabh], which is a fashion 

of the day ಹ. Except very few, the rest are all shown 
without any fuse Even in the former category, Some 

are shown wearing a breast=band (Kkuchabandha), some with 
brassiers and others with tizht blouse of different 
colours. They include S1t3, Durga, Narasimhi and some 
female monkeys accompanying SIta in the Ramayana sculptures 
and paintings. It suggests that the practice of wearing 
blouse and brassiers was not completely ruled out during 
the times, especially among the upper strata of the society 


The rest remained bare bodied, 


11) Female Attendants (Plate V, B) 

They are often depicted attending on either goddesses 
or noble-=women and holding plates, lamps, chowries etc, 
in their hands, They are shown wearing a saree in usual 
fashion with hanging pleats at the centre in front.e In 
some eases, the other half of the saree is cast across 
the chest and kept hanging at the back reaching the ankles. 
They are also shown richly decorated and ornamented, It 
tallies with the writings of foreign travellers like Paes!” 


who had visited the Vijayanagara empire in 120-22 A.D, 
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Though all women wear their costumes in the same fashion, 
they might have varied in quality according to their status 
in the society. This to some extent is suggested in 
painting by way of colour combination, decoration of 
costumes and even in setting up of the panel, The same 
fact is recorded in the writings of contemporary chroniclers 
like Barbosd5and pael? They state that "“ri@h women wore 
costly cloth of pretty colours, richly embroidered with 


g01d and silver as per the statust 


111) Dancing _girls 

They formed another major group, quite often 
depicted in sculpture and very rarely in painting, They 
are usually dressed with a tiznt fitting Salwar or Pyjama. 
On it they wear richly decorated skirt extending upto 
the knee and having flexible folds. They usually are 
with uncovered breasts, but in some cases they wore 
decorated brassiers., Even the celestial dancers like 
Rambha and Urvasl carved on the pillars of Natyamapdapa 
are shown in the same mode of attire (Pl. VI, B). But 
on one of the pillars, a dancer is carved wearing sleeved 
garment with a brassier inside, Her lower garment is a 
tieht fitted salwar or pyjama upto ankles over which a 
skirt with gentle flexible folds is seens Several women 
are also shown dancing wearing the usual pyjama and skirt 
while they play with sticks (kolattam), Some of them are 
shown wearing blouse and skirt only But nowhere a dancer 


is shown wearing a saree as it is being practised by the 


dancers of present day, 


iv) Kiratls or female hunters 

In both scujptures and painting some women are 
depieted in atavika dress. It consists of a short-skirt 
over which a garland of leaves and barks is showne She 
also wears a brassier decorated with floral design. In 
another panel, depicting the Kiratarjunlya story, a 
tribal woman is shown worshipping Bhairava, She is 
wearing a panther's skin as her lower garment extended 


upto the knee, The upper half of the body is left bare. 


ORNAMENTS 

The sculpture and the paintings at the site depict 
both men and women, irrespective of their status, wearing 
various ornaments. Especially women wear more ornaments 
than men. Apparently, the ornaments worn by the rich and 
aristocracy are more in number and rich in decoration 


probably of costly materials, than that of commoners 


1) Head-ornaments (Mastaka sobhana) 

Most of the figures, right from gods and kings 
down to the commoners, wore headgears. They are invariably 
decorated with pearls, beads and gems, Even the head= 
dresses, like caps and kullayls are decorated with beads, 
hnaras and chains. The royal personalities wore high 
conical caps decorated with various ornaments. Even the 
saints who are having the jatabandha type of hair-style 


are seen decorating them with beaded haras, sometimes 


A 


in pairs and also in Zig-Zag manner. In one of the painted 
panels in Raghunatha shrine, a saint who is worshipping 
the Narasimha is seen decorating his hair with flowers? 
The warriors, in sculptures and paintings, are shown 
decorating the central-knot of the hair with beaded 

haras, Similarly some commoners like a potter, a Vaishpa- 
vacharya (Pk. XII, A), an Acharya, a philosopher, a clown 
or a musician have decorated their caps and turbans with 


beaded chains and head-bands (Fig. XIII, 1,3,4 and 9). 


Sometimes, they have used a band of cloth, may be 
of different colours, to decorate their caps and turbans 
by way of arranging them in an ornamental knot with 
fluttering ends at the sides, (Fig. XIIT, 1). It means 
that the use of lalatapatta was a common phenomenon during 
Vijayanagara period. Inmost of the cases, it isa 
nara of flower pendants studded with stones. Gapas are 
shown wearing a head-band of pendants as well as of 
strings having a central pendant of floral design or with 
a projected 1leaf-shaped pendant studded with gems and 
pearls (Pl. X1, A). 


Most of the women also decorated their heads with 
various chains (haras), flowers and pendants, They include 
pendants of different shapes studded with pearls and gems 
usually worn on the forehead connected with a chain of 
beads or pearls suspended from the simanta or hair-=parting 


(Figs XI, 1+ and 9; VI 5,7, and 10). It seems it was 
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connected at the back with another ornament of the hair-=do. 
The ornament is depicted in most of the female figures 

who do not wear makutas, Apsaras, royal-ladies, female-= 
attendants, chowry=hearers and rishi-patnls. In most of 
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the cases the pendant is in diamond shape 
others it is a circular flower-shape studded with pearls 
around, and a circular gem in the centre (Fig. VI, 5). 
Such an ornament was in use even during the SEtavanansa?* 
Ikshvalku periods. This is stil] prevalent in South 


India. 


Another ornament that adorned simanta and forehead 
of the royal ladies, dancers, apsaras, is two beaded 
chains flanking the l1alatika or chatulatilake™ in the 
simanta and extended on either side upto ears,e It 
connects the hara on the hairdo on one side and the ear 
ornament on the other, It seems that round pearls were 
stringed together or embedded in a metallic ring of semi= 
circular shape, In the case of another celestial damse], 
1ocally identified as Trvasl, two more beaded hiras are 


provided connecting the 1a12t1k8 with the ear ornament 


(FLERE 7), 


Most of the women in painting and sculpture are 


shown with their hair neatly dressed and arranged over 
the head in a fan-shaped manner. At the centre, it is 


always decorated with a hara made of triangular florals 
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and of leaves, presumably of g01d, connected to a chain 
studded with beads and on the edges skirted with a row 
of pearlse This is an elaborate and well accomplished 
ornaments usually worn by the rich and celestials (Pl. 
VI, B). It is further decorated with a hanging medallion 
on either side at the back of the ears, Such an ornament 
is worn by a lady in Siriyala's storye In the case of 
the one worn by the Ganga figure at the gate, the leaves 
of the hara or flowerlet are further embellished with 


gems or beads, 


In paintings, majority of the women are shown with 
their hair-do decorated with flowers presumably of gold 
and with small hanging chains probably connected with 
hair=pins, 


In one case, 2 lady-attendant has decorated the 
sagging hair-knot with a beaded nara, may be of pearlss 
A11 these still continue in the case of rich women in 


South India, 


Ear Ornaments 

The custom of perforating ears is a very 01d 
tradition in India and it sti11 continues among the women 
But in ancient and medieaval periods, it was common to 
both men and women. The ceremony of karpavedha (perfora- 
tion of the ear) is one of the important samskaras in 
the life of a Hindu? In the sculptures at Lepakshl 


a rich variety of ear ornaments are depicted, They 


resolve into three groups 


1) A eylindrical rod 

It is worn by ladies at the top of the ear. It is 
a cylindrical rod or tube having a design in the form of 
a flower-bud on the top and a f1at screw at the bottom, 
They are observed in sculptures of the Apsaras, royal= 
ladies and their attendants, in the paintings. They may 
be of gold, This type of ear ornament is stil] prevalent 
in Andhra in certain families. Even some 01d men also 


wear it at present, 


11) A cylindrical ornament 
with flower desien 


It is another ear=ornament worn by females in the 
paintings on the side portion of the ear at the top, It 
is a cylindrical tube having a flower design at the top, 
made of gold, studded with precious stones and 1s inserted 
into the hole of the ear and secured with flat type of 


nut from below, They are seen with very few ladies, 


111) The ornaments worn 
with flower design 


A rich variety of such ornaments are depicted in 
sculptures as well as in paintings. They are generally 
known as kupdalas worn at the ear-lobes, They comprise 
oT rings or vritta-kundalas (Fig. VII, No.5). Most of 
the commoners, both men and women, wear this type of ear 


ornament. They may be of either gold or silver and 
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hollow or solid, Even majority of the yishis, saints 
and ganas are shown wearing this type of ornament. In 
some cases, the middle portion of the ring is shown 
bulging out and thin at the ends. This type of ear-= 
ring is worn by Brahma and Narada in sculpture (Fig 

Vi1, No.4). In the case of Isdna, a vritta-kupdala is 
shown having two metalic rings on either side and the 
centre is studded with pearls (Fig. VII, No.12). Siva 
is also seen wearing a vyitta kungala at one of his ears. 
It is of pearls. These are also worn by Some gods and 


rishls in Narasimhavatara painting? 


iv) A disc shaped ratna kundala 

This variety is worn by gods, royal-l1adies, 
Apsaras and even some female attendants like chowry=bearers 
who attend upon the gods and royal-women. It isa 
circular discg-shaped ornament decorated with various 
designs made of beads and pearls, The one worn by 
Parvati is having concentric circles around a central 
gem or bead, skirted with pearls on the periphery (Fig. 
VII, No.2), A female chowry-bearer is having a dish- 
shaped ornament decorated with a plus-design in the 
centre studded with four beads at the edge (Fig. VIJl, No.3) 
Some of the dancing girls are having disc-shaped ornaments 
decorated with a central bead or gem and the edge is 
skirted with pearls or beadse An apsara, locally 


identified as Trvasl, is wearing a disc-ornament studded 


2 


with a central bead or gem encircled by two rows of 

pearls or beads, It is further provided with four rows 

of hanging, beaded tassels.(Fig. VII, Not), The so 
called Padmini stri or an Apsarasa is wearing an elaborate 
ornament having a central flower studded with gems and 
beads encircled by a ring and with a row of pearls all 
around (Fig. VIT, No.1). It is inserted into the ear= 
lobes. In amny cases, the dises are worn with the help 


of a string, 


v) A 1eaf shaped variety _(Patra-kundala) 
A rishi in Bhukailasa panel of the painting in the 
Natya mapdapa 1s shown wearing an ear-ornament resembling 


” 
asvagtha leaf and black in colour. The leaf is hanging 


from the ear. 


vi) Crocodile shaped variety _(Makara-kundala) 


It is an ornament made in the form of a makara, 
whose head and tail are connected by a string which 
passes through the ear-lobes (Fig. VII, No.7). It is seen 
with some of the gods like Bikshatanamurt], Varupa, etoe; 


and also with an Acharya in the sculpture. 


vii) Flower-shaped variety (Pushpa-kundala) 
On one of the pillars of Natya mapdapa, a chowry 
bearer is shown wearing an ear-ornament in the form of 


a flower with six petals studded with pearls, 


¥111) Snake=shaped (Sarpa-kungala) 

Siva is shown wearing snakes entwined to his ear- 
lobes as kupgalas (Fig. VII, No.6). The tail passes through 
the lobe and entwined with the other part in front side. 


The snake is shown with a raised hood, 


ix) & bunch of four beads 

An ornament made of four circular beads bunched 
together is shown being worn with the help of a ring 
(Fig. VII, Noe12) which passes simultaneously through the 
ear=lobe, Such ornaments are worn by most of the Dikpalas, 
royal personalities and chiefs like Virupanpa, Bhringl, 
some yishls, musicians and others. It seems that it was 
a popular ear-ornament prevalent next to vritt-kundalas 
during the Vijayanagara period, The early beginning of 
such ornament 1s noticed in Amaravati?”and Nagar junakonda”® 
sculptures. Indra is shown having this ornaments Baya 


also mentions the same as palika 


Nose ae [Nasabnarana(s) or Nasavibhushana(s)] 
Early Indian literature and art are silent in 
respect of the nose-ornaments? Many scholars are of 
the opinion that nose ornament in India is of Islamic 
origin? In Lepakshi paintings, nose ornaments are 
depicted but the same could not be seen in the sculpture, 
because in most of the sculptures, the noses are 
either mutilated or broken, The available ornaments are 


from painting and they are only studs and not rings. 
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They are worn by women who are shown attending Parvati in 
Kalyapasundaramurt1 panel. They very much resemble the 
present day nose ornament usually worn by most of the 


South Indian ladies. They are : 


1) A stud with a single stone 

It resembles the present day mukkupudaka or mukku= 
utty 3 very much favoured by the ladies in the region 
It consists of a small tube having some screw provision 
inside, a knob at the top embedded with a precious stone, 
which is inserted into the hole bored in the nostril and 
fitted with another screw-rod from down below, Different 


coloured stones are used as per the desire of the wearers 


11) A stud with a number of stones 


In technique and principle, it is the sameas above, 
but at the top, instead of one stone, a design is made 
with a number of stones of different shapes and colours 
This is also being worn by the local ladies even today 
and 1t is known as Besari. There are two designs worn 
by the women in paintings. One is a flower-design made 
of a bigger stone at the centre encircled by several 
small stones, In the other design, three leaves or 
miniature mangoes are attached to the central knob, 411 
embedded with white stones in different shapes. Interes~ 
tingly, both the desizns ar still prevalent in the 
locality. They are the favourite shapes preferred by 


present day women in South India, 
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Neck Ornaments (Kanthabhusanas) 

The neck-ornaments represented in sculpture at 
Lepaksh1i are plenty and worn by persons of a]1 ranks and 
of both the sexes. They can broadly be divided into 
two categories} namely, the necklets (kapthls) and 
necklaces (haras). The necklaces are those which are 
worn loosely and freely around the neck, while the 
necklets fit the neck very closely. No distinction is 
exhibited in the ornaments worn by men and women. The 
same ornaments which are delineated in sculptures are 


depicted in paintings also. 


I Necklets (Kanthis) 
1) A metallic ring 

A simple variety of necklet made of solid metallie 
ring of either circular or semj=ctreular shape is worn 
by a majority of the people like saints, mendicants, 
some of the Asuras and gapas or even by a lady looking 
into the mirrors} Indra 1s seen wearing a variant of 
it, having a central, circular bead (Fig. VII, No.9). 
At the same time an Apsara, locally called Padminj-stree 
is wearing a metallic ring or a cord having a pendant 
in the centre (Pl. VII, B) of circular design and with 
a central flower studded with beads or gems encircled 
by a circular ring skirted with pearls at the edge, 
There is another variant of metallic one worn by a god 
with horse face, It is made of two cords or rings joined 


together at regular intervals with vertical metal flaps 
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or bands. Bhikshatanamurti Siva is also wearing a cord 
type necklet having three pendants in the centre, of 
which the central one 1s of rectangular shape flanked 
by two square ones (Pl. VI, A). The cord is also 
having central rib and is flat at the sides, 


11) Necklet of beaded strings 
(Mapimala or Muktavali) 


Some of the gods and rishis are shown wearing a 
string of beads close to the neck, The one whieh is 
worn by Surya is also of the same pattern, but having 
a circular pendant studded with a gem in the centre. A 
variant of this 1s worn by another god 5aa351iva, where 
instead of one string, there are two strings of beads 
having a central flower pendant studded with gems or 


pearls 


111) Necklet of gems and beads 

These are mostly worn by ladies of divine order, 
such as goddesses, apsaras and even dancing girls. Those 
that are worn by the apsaras and dancing girls are of 
elaborate design, having a central locket studded with 
gems and pearls, having two ribbed cords with rims on 
either side, A variant of it is having poss1lbly a 
metallic ring with a central grove fitted with a row of 
pearls or beads and rims on either side. The latter is 
worn by a celestial dancer Rambha in the Natyamanpdgpas 


Parvati is also shown wearing a variant of the above, 
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having a floral pendant at the centre connected with a 
ring fitted with beads in the centre and skirted with 
pearls on either edge. The central flower is having 


four petals and four beads in between, 


IT Necklaces 

These are casually worn loosely around the neck 
Though some types are common to both men and women, the 
latter wear a more nymber of ornaments and of more 
elaborate and ornamental design. They range from a simple 
string of beads (ekavali) to most elaborate and artistic 
ones composed of lockets probably of gold with a collet 
in the eentre encasing large gems of various shapes, The 
elaborate designs and neat workmanship bespeak the artistic 
sense and the variety known to the people during Vijayanagara 


period, 


1) A necklace of single bead 
+ 
It 1s shown in sculptures worn by a Veerasaiva 
follower and consists of a string with a central circular 


bead, 


11) A necklace of beaded strings 

This type appears to be very popular as is evident 
from its prolific depictiong in the sculpturesas well as 
in the paintings. It is generally seen with al] classes 
of people but worn more by rish]s, saints, devotees and 
gods, They are of two different sizes, one confining to 
the chest region and the other extended upto the chest~= 


band ¥ or beyond. The beads are of either globular or 
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circular shapes, stringed together either with a metallic 
wire or a thread, Siva as Bhikshatanamirt] is seen 
wearing a long single row of beads stringed together, 
Rambha is also wearing two such haras (Fig. VI, No.2) of 
two different lengths, Sometimes they are provided with 
a central bead (Fig. VI, No.3) either circular (tubular 

or a pendant of flower design (Fig. VI, 6). Some of the 
Brahmayshis in the sculpture and painting are seen wearing 
a long hara of beads (Fig. VI, 10) in two rows (mapina12)3* 
One of the Brahmarshis in Bhukailasa panel of painting 

is seen wearing a long nara of beads of both white and 
black colours in four rows?) Even some of the women who 
attend ParvatI in Kalyapasundaramurt] painting and also 
Parvati and others in Kiratarjunlya panel are shown 


wearing long, beaded haras in multiple pairs. 


111i) A necklace of metallic ring 

It is another popular variety, usually worn both by 
men and women of all classes right from gods down to the 
servants which attests to its popularitye The material and 
workmanship may differ, The higher classes might have 
worn the gold ones while the lower, either silver or 
41400 ne¥ei3® It maybe a Solid ér Ha 
generally circular in shape with a clasp of rectangular 
design at the centre (Fig. VI, 3). In some cases, a hook 
and ring are provided on either ends (Pl. VII, B)e A 
lady in the Natya mandapa sculpture is seen wearing two 


such haras of different sizes, but of same workmanship 
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In Kalyapamapdapa, Vishyu is depicted with a hara with 
pointed end at the centre, This may be having a clasp 
at the back. A lady looking into the mirror is seen 
wearing another variety of ornament consisting of a ring 
or cord having a series of leaf-shaped plaques (Fig. VI, 
8). Similarly in another case, square and rectangular 
plaques can be seen. The same lady is also wearing 
another kind of haAra made of a ring studded with a row 
of beads or pearls on the top and a row of rectangular 


plaques below with a beaded pendant in the centre. 


Another ornament worn by both men and women from 

all walks of life is a ring with flat bottom having a 
central groove and a rim (Fig. IV, W), The shallow 
groove in the centre is filled with circular beads or 
pearls In some cases, the beads are fitted in two 

rows in the centre and having rim on either side. In 
some instances, a row of pearls is skirted on the rim 
edges. This types of hara 1s always provided with an 
elaborate collet fitted with gems of different shapes and 


sizes. 


iv) A cord type of hara or necklace 

A royal person carved on one of the pillars of the 
Mahamandapa is seen wearing 8 hara made of a cord tied 
with series of leaf-ahaped lockets alround, Such ornament 


1s also found with a chowry=bearer who is dancing 


v) A long_hara 

In addition to the above, some of the gods, 
goddesses, apsaras, even female archers, lady attendants 
l1ike chowry-bearers and lamp-bearers are shown wearing 
a long ornament extended (Pl, VII, B) below the knees. 
It is of various designs made of multi-strings of beads, 
having an elaborate collegts at the centre studded with 
heavy gems and rubies (Fig. IX, 2 and 3). But most of 
the women depicted in paintings do not wear this ornaments 
This seems to have been restricted to certain categories 
of people in the societye This hara is also attached 
with beaded loops and tassels at the top which fall on 
the shoulders (Fig. VI, 2) of those who wear it. 


vi) Channavira 

At many places it is represented in sculptures. It 
is always shown worn in Vaikakshika fashion in the form 
of cross-belt, In the case of the several gapas, asuras 
and even clowns (Pl. IX, B), two bands of belts either of 
gold or of some other material, are seen placed crossing 
on the chests So also is the case with many warriors 
depicted in cheeta hunting scene in painting. In the 
Napyamapdapa» Bhringl, who is dancing, is seen wearing a 
Channavira of beaded design in Vaikakshika fashion 
(Figs XX, 8), 


vi1) Sacred thread 


It is often depicted worn by gods, saints, rishlis, 


teachers, acharyas, merchants and ganas. There are several 
varieties of ya jnopavitas depicted in sculpture as well as 
in painting Bi wa sey of the cases, yajnopavitas of 
three strings and five strings variety are shown (Fie.X,5). 
Some of the rishis are depicted wearing a beaded string as 
their ya jnopavita across the shoulder, Siva as Dakshina- 
LTS ee wearing ajina-yajnopavita. Gape8a is seen 
wearing sarpa-ya jnopavita. Some of the gods and Bhyingl 
are seen wearing Mukta-ya jnopavita (Fig. IX, 6). A Brahma- 
rshl, on one of the pillars of Kalyapamapdqapa, is seen 
wearing a band of cloth (vastra-ya jnopavita) (Fig. IX, BW) 


as his sacred thread, 


Arm Ornaments [Bahu Bhusapa(s)] 

The arm ornaments comprise of those worn on the 
upper-arms, fore-arms, wrist and fingers. The sculptures 
and paintings at the site reveal a variety of these, worn 
by both male and female. The latter wear them more 
profusely than mens But both the sexes, irrespective 
of their status inthe society, wear the armlets, kankapas 
wristlets and rings. Their quality and workmanship may 
differ as per their economic status and position in the 


society 


1) Upper-arm ornaments (Keyuras or Anradas) 
The sculptural depiction of angadas reveal nearly 
ten types ranging from simple to most elaborate designs. 


They are as follows 


a) A single variety of a plain band having either a thin 
rectangular, conical or semi-circular seétione Sometimes 
they were worn in pairs. These were usually worn by common 
people like hunters, wrestlers, workers, musicians and 


dancers, chowry-bearers and some ganas, 


b) Armlets of beaded strings 
This is another common type having globular beads 


stringed together and worn over the arm, usually found 


with saints, acharyas and rishis. Sometimes they are in 
Paihs , 


c) Heavy _armlets 

These are invariably decorated with beaded borders, 
circles, floral designs having a central pendant of various 
designs studded with gems and rubis. Some of them are 
further decorated with l1eaf-shaped appendage 3? with beads 
and pearls at the centre, just above the floral pendant 
prdjected topwards. In some case, out of three bands, the 
central one is decorated with circular beads and the flanking’ 
ones are left plain, In another instance, the central band 
is left plain while flanking ones are fitted with beads, 
The one whch is worn by a god playing on Mardala is having 
a central band decorated with square gems and the sides or 
the edges skirted with pearls. In another example, the 


central band is decorated with cardamum shaped beads and 


side bands are decorated with circular beads. In another 
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case, the central band is having beaded decoration while 
the sides are with rope design. All the above elaborate 
varieties are usually worn by gods, goddesses, apaaras, 


rishis of high status and royal personalities? 


An important feature depicted at the place is that 
in most of the cases the armlets of two different designs 


are worn on different arms 


11) Fore-arm ornaments or bracelets 
(Valayas or kankanas) 


Bracelets of various designs adorn the wrists of 
men and women irrespective of their status in sculpture 
at Lepaksh]., Same are found even in paintings. They 
range from simple ring variety to most elaborate and 
heavy ones studded with beads and other precious stones, 
On the basis of their workmanship, they can broadly be 
divided into (a) bangles or kankanas and (b) Bracelets 
39 


or valayas also known as prakoshtha-valayas 


a) Bangles or kankanas 

They are of simple kangi type, severely plain 
metal rings both of circular and semi-circular section 
(Fig. XIII, 1). In some cases, two such ings are joined 
together and worn by commoners like teachers, musicians, 
working classes, hunters, common women, rishi-patnis ೩ಿಗರೆ 
even celestial dancers like Rambha, Hrvasl and others. 
Its prolific depiction indicates that it was a popular 


type prevalent in the contemporary society. In the 


wristlet is seen on one of the hands of BhikshatanamurtI 
Siva (Pl. VI, A). It is a rare design restricted to the 


upper strata of the society, 


W) & s011d ring with pendant 

This type is very rare and worn by Siva as Bhiksha- 
tanamurtIi (Pl. VI, A). It is madeof a solid ring of 
square section having a square pendant at the centre 
where a clasp is also provided, It is further decorated 
with a hanging locket of leaf design, skirted with pearls 
or beads all around, It isa solitary example found in 


the sculptures. 


5) Beaded rings 

It is possibly a metal ring having a groove in the 
centre which was f1i11ed with beads or pearls, Such 
bracelets are worn by Bhringl and Parvati and many others 
(Fig. VIII, 7). In some cases, it is provided with a 
pendant of rectangular shape studded with round beads or 
pearls. Such ornament is seen worn by Sadasiva. In 
another example, a beaded ring is provided with rims on 
either sides and a floral pendant at the centre (Fig. VIII, 
Ly), In another instance two such rings are joined together 
and having a central square-pendant fixed with a square 
gem at the centre (Fig. VIII, 6). Such ornaments are 
seen worn by a rishi-patnis and Parvati In the latter 
case, the square pendant is elaborately decorated with a 


central bead encircled by two strings of pearls, There 
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are heavy and elaborately carved bracelets worn by gods 
and goddesses generally consisting of three rings joined 
together with a central square pendant of floral design 
(Fig. VIII, W). Of the three rings, in some cases, the 
central one is studded with pearls and the remaining 

left plain, In another instance, the central one jis left 
plain while the flanking ones are decorated, In some 
cases, all the three are studded with pearls, The one 
worn by Siva is of three-ring variety with a central 
flower pendant. Of the three rings, the upper two are 
decorated and the lower is left plain which 1s further 
appended with a series of thin plaques, may be of gold, 
In the centre, just above the pendant, an appendage of a 
leaf-shaped pendant studded with beads 1s also provided 
projecting either upwards or downwards (Fig. VIII, 5). 
A11 these elaborate bracelets are worn by gods, g೦ddೀsses, 
apsaras, royal personalities and even rajarshis and their 


econsorts. 


6) Loose chains 

Most of the persons belonging to the higher class 
are seen wearing a loose type valaya or a chain of simple 
(Fig. VIIJl, 3, 7) as well as ornamental design (Fig.VIIl, 
2, 5) on their fore-arms.e Some of them are provided with 
pendants and having lockets. They are worn by both men 


and women equally 


Finger rings (Anguliyaka(s) ) 
In sculpture as well as in paint#ngs. both men and 
f 
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women are depicted wearing rings of various types and 
designs irrespective of their status, In many cases, they 
wear rings on the thumb, the index finger and the little 
finger (Fig. VIII, 3). Siva is seen wearing rings on 

four of his fingers except the middle one, An apsara, 
locally identified as Padmini-stree is depicted wearing 
rings on all the five fingers of her left hand and three 
on her right hand. The common ladies in Bhakta Siriyala's 
story are wearing two beaded rings on each of their fingers 
A rishi-patni is wearing only one ring on her little finger 
Parvati is shown wearing three Tings on her right hand 
fingers. Though t he sculpture is of granite stone, the 
finger rings are clearly depicted in detail. Mostly they 
are simple coilse Some of them have plain button knob 
(Fig. VIII, WH). Ina few cases two plain rings are joined 
together with a circular pendant (Fig. VIII, 5). In many 
cases, they are decorated with a flower pendant studded 
with probably precious stones, A musician is having a 
ring on his little finger decorated with a diamond-shaped 
pendant, Interestingly, in many instances, the ring 
finger is left unadorned, Even common people are shown 
wearing simple rings. The prolific depiction of finger 
rings in the sculpture as well as in painting suggests 
that phe people of the time were very much fond of wax 
wearing a variety of rings on their fingers, This is 


4 
confirmed by Barbosa in his observations #1 
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Girdles (Mekhalas) 

The girdle is an object for adornment worn at the 
waiste In addition, it also keeps the lower garment firmly 
in positions The girdle is variously known as rasan 
(sarasan8), mekhal8, Kanchi and saptal The girdle has 
been depicted in the ae as well in painting 2 
being worn by persons of all classes and of both the sexes 
The gods and goddesses, ladies and men of the upper class 
wore girdles of sophisticated design and erie? 
while the commoners a girdle of simple design and of 
possibly inferior materiale Even the girdles of males 
differed from those of the female, The former are less 
ornate and of simple design while the latter are hiehly 


ornamented. 


Blaborate type of girdles as depicted in the sculp-= 
tures, consist of an ornate belt with a central clasp 
worn on the waist from which several jewelled strands 
with pendants hang on the thighs and buttocks making 
several suspended loops (Fig. IX, 3). From the belt 
also hang beaded tassels of various designs in between 
two loops. They are also provided with beaded horizontal 
bands further embellished with floral pendants at intervals 
giving the ornament a grand set upe Some of the elaborate 
girdles worn by Bhikshatananurt], Bhyingl are having a 
buckle of simhalalzta design on the belt at the centre 
(Pl. VI, A)e Most of the sophisticated girdles give 


stereotyped appearance, 
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The girdles of ordinary persons like soldiers, 
musicians, chowry-hearers, attendants and ganas are only 
simple beaded bands, joined together by vertical bands of 
similar workmanship having a central pendant but with no 


loop or tassels, 


Some of the dancing girls are shown having a beaded 
girdle with a central pendant (Fig. IX, 2). A male 
playing on a shallow-drum (pataha) 1s seen wearing (P1.VII, 
A) an ornamental belt with a central pendant and leaves 


all around. 


Some of the commoners like hunters, potters, 
shepherds and other working class are shown wearing a 
piece of cloth as waist-band whih serves the same purpose 
as that of a girdle in keeping the under garment in 
position firmly. In case of rishis and saints, an uttarlya 


is serving the same purpose, 


Leg Ornaments 

The 1eg ornaments or anklets are variously known 
in literature as manjIra, tulakoti, nfpura and hei 
etc., The leg ornaments depicted in sculpture as well 


as in paintings are of two catezories; those worn at the 


ankles and these on the fingers of the leg 


The ornaments of the ankles or anklets comprising 


of the tight and the 1oose variety are of both simple and 


ornate designs, They are worn by both men and women. 


1) Tieht’ variety 


These are worn tieht over the legs. They consist 
of both simple and ornate types. Simple one were possibly 
of metallic rings (Fig. X, 3) worn in single, pairs and 
at times in triple, joined together, They are worn by 
commoners and middle class people. The ornate type 
ulways consists of three-ringed design having a central 
boss either of circular or square shape decorated with 
floral designs. Sometimes al] the three rings, or at 
times one or two are embedded with beads or pearls and 
the rest left plain (Fig. X,2). In one instance, an 
anklet is made of two coiled-rings having a row of beads 
or pearls embedded in between with a central boss of 
pendant of flower design (Fig. X,6)., The heavy and 
elaborate design of the above ornaments suggests that 
they may be hollow and some of them might be having metal 
bells (kinkinls), which gave a tinkling sound while the 
wearer walked, Siva as Bhikshatanamdrt] is seen wearing 
a rattle, strung to a belt tied to his left leg» Just 
below the knee (Pl. VI, A). 


11) Loose variety 


They are worn at the ankle, They are of three 
kinds - a simple band of wavy shape (Fig. X, 6) sometimes 
provided with a central boss or pendant, and some with 
a central groove containing beads or pearls having a 


floral pendant at the centre (Fig. X, 2). Such anklets 


are seen worn by most of the male and female figures 


depicted both in sculpture and paintings. 


111) Finger rings 

Tne fingers of the leg are also seen decorated 
with rings of two varieties - either simple (Fig. X,7) 
or beaded, Very rarely they are with a central boss, 
Siva is seen wearing a beaded string over his toe and 
als6é::a gandharva, locally called Panchalapurusha, is 
having such a ring on his toe. J ladies no such 
instance is met with. On the other hand, Parvatl 1s 
depicted wearing a ring on her smaller finger of her 
right leg. So also another women, an apsara, locally 
called as Padminl-stree, is shown wearing a decorated 
ring on second finger of her left leg (Pl. VII, B). This 
is the practice with married women in Hindu society even 


to this day, 


COIFFURE AND HEAD-WEARS 

The study of hair-styles of different periods of 
Indian art has revealed that except India, probably in no 
other country in the world has so much imagination, thought 
and artistic genious bestowed on the art of hair dressing. 
Since the hair-styles are conditioned by the aesthetic 
tastes of the people, their study is of much sociological 
significance. The sculpture and paintings at Lepaksh1 


portray attractive hair-styles, simple and elaborate. The 
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artist and sculptor might have taken their inspiration 
from the modes of hair-styles practised by men and women 


of the times, 


Female Céiffure 

Though numerous ladies are depicted with a variety 
of coiffure, both in sculpture and painting, in most of 
the cases the same style is repeated again and again, 
Therefore, while describing the female coiffure, only 
selected types are taken into consideration and dealt 


with below, 


1) The hair with 8 loose=knot 

It is otherwise known as a see of hair 
style in which the lady combed the hair neatly back and 
tied them into a loose-knot (Fig. XI, 9). The parting 
of hair (sImanta) is decorated with a string of beads, 
and a venl of flowers is tied over the combed hair in the 
midway, Such hair style is seen with one of the ladies 
who are attending $146, with plates in their hands, 


In another kesapisa-style, 2 chowry-bearer or a 
chamaradharini 1s seen with her hair combed back neatly 
and twisted to form into a knot with a loose-loop at the 
nape. The ends of the twisted hair are left projected 
upwards. (Fig. XI, 1). It is further decarated with a 
garland of flowers and the parting of hair is embellished 


with beaded strings. 
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11) Plaited hair 

This coiffure seems to have been one of the favourites 
during Vijayanagara period since it is repeatedly depicted 
in the same panel with Parvati and two of her maid-servants. 
In this, the hair is neatly combed back with a clear 
parting line (sImanta) and from the nape, the hair 1s 
divided into three strands and braided into a plait upto 
the end, The end 1s allowed to dangle on the back reaching 
below the hip (Fig. XI, 7). 


111) Hair tied into a bun 

This is perhaps the commonest style and was in 
existence during Vijayanagara period because it is depicted 
in the case of most of the women of all walks of life right 
from goddesses, queens, apsaras upto the common ladies. 
In this style, the hair is usually parted in the middle, 
combed back and gathered into a huge roundish bun at the 
back (Fig. XI, 6). In several instances, the bun is shown 
elongated or sagging (Fig. XI, 5) and also arranged fan- 
shaped (peacock-plume). In many instances, this fan-shaped 
projection starts at the occiput (Fig. XI, WH). In many 
instances, the bun is decorated with flowers and a floral 
chaplet (Fig. XI, 2). The same is confirmed in the 
writings of foreign visitors like Nicolo de Conti and 
Barbosa Tne former also states that some women wore 
false hair of black eelourd? The same style is also depicted 


in the case of female monkeys in the Ramayapa painting and 
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and also with Parvati as ayaviki. But here the hair-do 


is further decorated with a garland of leaves, 


The bun which makes its appearance in India us 
early as in the first century B,C. was extremely common 
in Grecko-Roman world. The Greek and Roman ladies showed 
great aptitude in combing their hair into a pun! The 


same style is also depicted in early Indian art at peri 
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Amaravati?? Nagar junakonda% ' and Ajantad” 


Male Coiffure 
1) Gods and kings 

In most of the cases, they are shown with their 
hair arranged at the back, sometime with a knot or other- 
wise braided into a plait, This is evident from the hair 
styles of Dharmaraja, Bhima and Arjuna in the Kiratarjunlya 


paintings (Pl. IXV, A). 


11) Commoners 

Majority of the commoners are always depicted with 
a turban or a caps They cover most of their head leaving 
very little portion, from which nothing can be ascertained 
regarding their hair-do, In one instance, in the Manuniti- 
Konqa Chola panel, a charioteer is shown without any 
head-gear, He is also having a long hair combed back and 
tied into a loose knot with a loop hanging at the back, 
In the midway, just abowe the knot, it is decorated with 


a ribbon or a beaded string tied to it. The same style is 
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also noticed with one of the lady attendants of Parvatl 


111) Warriors 

In many instances, warriors are shown with combed 
hair turned upwards and tied into a knot with protruding 
loop on the top. Sometimes the knot 1s further decorated 
with beaded strings. All the warriors or archers whoare 
seen accompanying Mantinitikonga Chola's son are seen with 
this sort of hair style, Some of the soldiers preferred 
to have their hair loose, The tresses were combed back 


and turned half-way and left at the nape level. 


iv) Priests 

Some of them are depicted clean shaven and others 
having long hair combed back and arranged into coils 
(Fig. XI, 10). Sometimes the combed hair is arranged 
into a sagging knot, 


v) Dwarfs and Ganas 

They are depicted frequently in sculpture as well 
as in paintings. Theyare always shown with curly hair 
(Fig. XII, 6) and sometimes with a wig-like treatment of 
their hair (Kakapaksha) (Fig. XX, WW), The wig was a common 
coiffure in the Hellenistic and Roman world, first 


introduced into Indian art sometime in 1st and 2nd cent, 


ಹ 
A .D. probably because Greeco-Roman contacts 


vi) Boys 


In Siriyala's story, Some boys are shown studying 
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in the temple-school having clean shaven heads with a 
small tuft at the back, Sometimes tied into a knot. In 
the paintings of Ramayana panels, the young sons of 
Dasaratha are shown having long hair tied into a knot 


hanging at the back. 


vii) Hunters 

They are shown having their hair combed upwards 
and tied into a knot with a protruding loop at the tops 
It is decorated with leaves. Some of the atavikas are 
shown with curly hair, half-cut, uncombed and tied with 
a band of cloth (Fig. XIV, 6). Such figures are depicted 


in the Kiratarjuniya panel. 


viii)Cowherds 

Two cowherds are shown in the Kiratarjuniya panel 
holding umbrellas. They are shown with a major portion 
of heads shaved but having a long tuft kept hanging 
at the back with ornamental loop and knot (Fig, XII, 12). 


ix) Ascetics 

They are quite frequently depicted both in sculp-= 
ture and paintings. They had a different mode of hair- 
style. Mostly their hair are matted jatase Some of them 
left their jatas hanging on either side of their head 
(Fig. XII], 5), but mostly with coiled tresses around 
or on the top or at the sides of their head, The coils 


are arranged in different ways, Sometimes round or 
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slanting or even horizontally (Fig. XII, 1, 2 and 7). 

In one of the painted panels an ascetic is shown having 
matted hair twisted into a looped-knot (Fig. XII, 9). 
Another mendicant has his long hair combed back and braided 
into a long plait left hanging across the chest (Fig. XII,2). 
Some of the ascetics are shown having their mattef hair 

or ( jafas) into three or even five strands, hanging at 

the sides (Fie. XII, 5). Ina few cases they are shown 
with clean shaven heads, In Bhukajilasa scene of painting, 
an 01d ascetic is seen having his matted hair into long 
jatas arranged in a small knot at the centre on the head, 


tied with a band of cloth. 


HEAD WEARS 

The head wears are shown as a remarkable feature 
of personal attire except in the case of such persons who 
took to ascetic life and women, Al] the others appear 
with some sort of head wear. They are prolific and of 
several varieties, They can be broadly divided into 


crowns, caps and turbans. 


Male Head wears 
1) Crowns 

Most of the gods are depicted wearing high conical 
crowns richly embellished with a variety of precious stones 
The general shape of the cPown resembles the richly adorned 
high, conical caps that were worn by the various rulers 
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of Vijayanagara empires 


ಆರ 
"ಈ 
(ಪಲ) 


11) Caps 

Numerous types of caps are depicted in the sculpture 
and paintings that are worn by the different individuals 
right from royal personalities down to the common man, They 
differ in shape and material as per their status and 


professions Such caps include the following : 


a) Conical caps 


They are otherwise known as Kullayis in Kannada. 
Such caps are worn by the kings, chiefs and high officials 
(Fig. XIV, 4). Though they look similer in shape, their 
ornamentation varies. The foreign visitor Varthema writes 
that the kullayi worn by the famous Narasimha is of gold 
brocade, two spans in lengthg) It is also told the 
kullayi of Venkatapati-II was fully ornamented with 
complicated flower design with an emblem like a x kugu 
in front whereas Krishna Devaraya's cap 1s plain, Nuniz, 
another foreign visitor, states that each of such kulliyis 
was of brocade and worth twenty cruzados and so rich were 
these kings that, when Achyuta lifted it from his head, 
he never put it on i Some of the royal personalities 
wearing ornamental caps are carved on many of the pillars 
in the Maha mandapa, southern cloister and Natya mandapa, 
In one of the panels painted on the Natyamangapa ceiling; 
nobles like Virupappa and his officials are depicted and 
most of them are wearing the same type of high conical caps, 


but they vary in desien and details. (Pls. XV,A, XVI). 
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Those that are worn by the nobles are provided with two 
fiaps at the back, while the others do not have such 


provision. 


In another instance is shown a low conical cap made 
of some material tied with a band of cloth at the bottom, 
worn by a male attendant of royal-1adies and also by a 
dwarapala (Fig. XIV, 3). Similarly, a conical cap having 
in-turned loops at the sides and decorated with beaded 
strings at the bottom is depicted worn by a man playing 
on a shallow-drum (pataha) (Fig. XIII, 3). In another 


instance, he is shown wearing a kirita-type of head-wears 


A similar cap with two central projections but 
devoid of side loops is shown worn by’an 014 man with 


an umbrella, on one of the pillars of Kalyapamandapa. 


b) Round caps 

Such caps are shown worn by several individuals 
of various walks of life. An official of the court is 
depicted in the same panel of painting along with 
Virupapna wearing a round cap with semi-circular projection 
at the centre (Pl. XV, A). Similarly on one of the 
pillars (No. 10A) of the Kalyapamandapa, a person, 
possibly an official in the court, wears the same type of 
cap. In another instance, a singer is carved on one of 
the pillars (No.52) of the Natyamapdapa wearing the same 


type of cap, but it is having criss-cross designe 
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©) A round cap with pointed projection 
This 1s another circular cap sloping towards 
the front with a conical projection at the centre and 
is seen worn by an attendant (P]1, XVI) of the high official 
referred to above, This resembles the present day police 


cap in Andhra Pradesh, 


d) A round cap with blunt projection 

It is a circular cap with bulged sides having a 
blunt projection at the centre (Fig. XIV, 1). It is worn 
by a pot-bellyed person, carved on one of the pillars in 


western cloister of outer prakare, 


e) A round cap with straicht sides 

This is also a round cap with straight sides and 
flat top (Fig. XIV, 2) resembling a up-turned-basket and 
is worn by an Zcharya carved on one of the pillars of the 


Mana mangapa. 


f) A high cap with round top 

A high cap with a round top, decorated with beaded 
haras at the base as well as on the body, is worn by a 
Vaishnavacharya playing on a tambura (Fig. XIII, P1.XII,A) 
It is further tied with a head-band having a knot on 
the left. 


Another hizeh cap with a circular top bent to the 
right, decorated with beaded haras in the middle and at 
the base, is seen worn by a potter carved on one of the 


pillars of the Mah5 manqgapa (Fig. XIII, f, P1.IX, A). 
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g) A cap with eloneated end 

Clowns are often depicted on the various parts of 
the temple, They are always shown wearing a 6ap similar 
to a fisherman's cap, round in shape, having its end 
elongated and bent with a knot and decorated with beaded- 
strings and its base and top. (Fig. XIIT, 9, Pl.IX,B). 
In another instance, he is shown having a cap with 


extremely elongated tail, 


h) Kamali 

At several places the shepherds are depicted. They 
are always depicted having a woollen cloth or kambali as 
his head-dress covering not only the head but back portion 
of the bodies upto the hip. It is provided with a orna- 
mental bunch on the top (Fig. XIV, 3), In paintings, 
these are shown in pure black and black-and-white stripes, 
The kambalis with such colours are being manufactured and 


used in the surrounding areas of Lepaksh1 even today, 


111) Turbans 

Some of the commoners are shown wearing some piece 
of cloth as turban over their heads. On one of the pillars 
in the western cloister, a cowherd is shown wearing a long 
upper- garment worn in the form of a turban, He has kept 
some portion of the cloth hanging at the back and the 
remaining portion is wrapped around the head in a circular 
fashion. Such turbans are being used in most of the villages 


of Andhra even at presente 
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Another commoner holding a stick and pot in his 
hands, is seen wearing a piece of cloth tied to the head 


as above with looped knot on the left side, 


iv) Head-dress of leaves 

Several hunters are depicted, both in sculpture 
and paintings. Every one of them is shown wearing a 
bunch of leaves in the form of a head-dress (Fig, XII], 
2). Even Siva, Parvat] and their retinue are shown 
wearing such hair wear in an hunting scene in the 
Kiratarjuniya panel of paintings and also in sculpture. 
Such head wears are also shown with some ganas(Fig. 


TY, EY: 


The head dresses of women 


i) Goddesses are shown with kiritas in the form of 
Karanqa-makufa head-dress, righly embellished with 
beaded chains and pendants. These conceal their hair-do, 


if ony 


11) Huntress 

Some 1adies are shown wearing a tribal dress having 
a band of leaves tied to the head over their usual] hair- 
style. Such figures are shown in the Kiratarjunlya panel 
of painting and also in sculpture. In addition, lady 


archer is shown wearing a tribal-dress covering the head 


with a bunch of leaves, 


Except the above, no lady is shown wearing any 


head-dress probably they might have covered their heads 
during the festive occasions by their sarees. This is 
confirmed by the foreizn chroniclers who visited the 

Vi jayanagara empire during the 16th ehh At the same 
time, Paes (1520-22), an eye witness, found the maids of 
honour wearing conical caps on some ceremonial e606 Tend 
But we do not find any woman wearing conical cap either 

in the sculpture or in painting. This is further confirmed 
by the observation made by Barbosa in 150} A.D. 
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Since good olden days, man's craving for comforts 
has created a host of things that he used in his dwellings. 
Furl burs was one among them. From the very beginning, 
generally wood has been the medium of manufacturing furni= 
ture and various other articles. To study and understand 
the contemporary furniture and household articles, the 
sculpture and paintings of the period, if any, are the 
best and correct source of information. Though the life- 
stories are less represented in the Lepaksh] temple, 
sculptures and paintings provide us sufficient data to 
understand the life of contemporary society and the 


economic standard of the people. 


FURNITURE _ 
I. Seats (Asana) 
Tne sculpture and paintings at Lepakshi devict a 


good number of seats (&sanas). They can be divided into 
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two broad divisions; 1) Hizh and ornate variety and 


11) low and simple variety. 


i) Hich Seats 


These are high-seats with square and rectangular 
back. They are decorated with floral and geometric designs 
on the mouldings and vyala and floral carving on the plain 
surface. They resemble the moulded adhishthana of 
contemporary religious structures (Fig.XTX, 2,3,5). None 
of them are having either hands or backs. Mostly such 
seats are depicted in paintings, being occupied by Kings, 
royal priests seated in Lalitasana or Mahara jalilsana. 
Bven in sculptures, some simple seats of moulded design 
are depicted being occupied by common people in Siriyala's 
story (Fig. XIX, 1, 9). The square seat is intended for a 
single individual, while the rectangular one can be shared 
by two persons. The ornate seats are invariably provided 
with thick cushions, may be cotton resembling the present 
day ones with rounded sides, The one occupied by Indra 
in Kiratarjuniya panel is of more ornate variety with 


fluted moulding at the centre (Fig. XW, 2). 


11) Low seats 

These are of simple design usually square on plan 
Some of them are provided with legs. A low seat on which 
Parvati seen seated is provided with ornamental vertical 
legs (Fig. XIX, 12, B)e Similarly, in another instance, 


a saint is seated on a low seat having bent and out-turned 


Jil 


legs. In the Kalyapasundaramurt] panel, Brahma, who 1s 
acting as the priest, is shownseated on a low seat of 
simple mouldings at the sides (Rig. XIX, 8). In one 
solitary example an acharya is seen seated on a low seat 


having curved back. 


i111) Cane seats or Morhas (Fig. XIX, 11) 

In the paintings of the Ramayana, some circular 
seats of hour-g1ass shape of medium heizht are depicted 
beneath the bed-steads of Dasaratha's queens in their 
individual apartments. By their design, they seem to be 
of either cane or bamboo resembling the vetrasana mentioned 
by ES Sieh seeks are found in Gupta sculpturedl 
184” They are decorated with the designs of criss-cross 


oblique lines. 


II. BEDSTEADS (SAYYA) 

In some of the paintings of the Ramayana scenes, 
the queens of Dasaratha are shown seated on cots in their 
respective apartments. They resemble the present day 
charpai or taktaposha, or in Telugu manchamu having, a 
wooden frame fitted with four legs (Fig. XIX, }). The 
legs are sufficiently high and richly ornamented with 
variety of mouldings and designs. The frame is knitted 
with some kind of white strap, probably of cotton, 
resembling the present day Newar. In al] the cases, a 
low stool is kept below, which may indicate the abnormal 


height of the cot. 


Jil 


III. TABLES 

In many instances tables are depicted both in 
sculpture and paintings. They are of two different types, 
one is of folded 1egs and another is of static nature. They 
are having both square and rectangular wooden planks on the 
top, provided with two pairs of legs in case of folded 
variety and four curved legs in case of static type. The 
tables with crossed legs (Fig. XIX, 7) are shown being 
used as a reading table with a book over it, in front of a 
saint, carved on one of the pillars (of Maha mapdapa) 
and another for Keeping pujadravyas before a god in the 
paintings of Natya mandapa. The table with curved legs 
(Fig. XX, 3) 1s shown used as dining table in Siriyala's 
house by a saint. The table with crossed legs resemble 
the present day folding tables. They are depicted in 


Gandhara . also at ie and Khejurahe® 


IV, STOOLS (PITHAS) 


The stool is very rarely represented at Lepaksh]l. 
In the Ramayana panel, some low stools with straight 
legs are shown kept under the bedsteads of the queens 


of Dasaratha. The details of them are very much spoiled. 


V, CRADIE 

While devicting the various scenes in Siriyala's 
story in sculptures, a cradle, probably of wood, is shown 
hanging in his apartment in which his son is made to lie 
down, before the latter was killed. It is hung from the 
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ceiling, probably with some chains or rope (Fig. XX,17). 


VI. CUSHIONS 
Two variety of cushions are depicted in paintings 


at the site. They can be classified as follows: 


1) Square and rectaneular 
Square and rectangular cushions with rounded sides 
are seen in many painted panels (Fig. XIX, 5, 8). They 


appear on seats of gods and royal personalities. 


2) Round and evlindrical (Fig. XIX, 10) 

They are otherwise known as roll=cushions. They 
are i11ustrated in many panels, They are generally seen 
at the back. Sometimes they also serve as arm-rests, 
They resemble the #೫ log which is st111 to be seen in rich 
Indian households. The above cushions are always represented 
whenever a seat is depicted, In the paintings, in the 
Kiratarjunlya pane], inside Indra's palace a rectangular 
high seat is shown with ornate sides, There are two 
round roll-=cushions at the sides adjacent to pillars, So 
also is the case with Manunithikopda Chola's palace. The 
material used in their making was probably wool, cotton, 
bark, grass and palmyrah FE The roll cushions are 
seen on beds in Ajanta paiels se 
3) Animal skin 

Some of the rish]s and gods like Siva are shown in 
several painted panels usine either tiger skin or panther's 


skin as cushions on their seats. Even today some rich 
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people use the same in their houses. 


VII. CURTAINS 

Curtains of cloth are represented in most of the 
painted panels, They are shown in different colours and 
designs haging from the ceilinss of each apartment, 
artistically folded, forming the ends into a fine design. 
Their frequent depiction in the paintings sugeests the 


popular usage of curtains in the contemporary society. 


HOUSEHOLD ARTICIES 
&) VESSEIS 

Among the household articles, vessels form a major 
part. According to their purpose, the vessels are variously 
shaped, Initially they were made of clay but later they 
were copied into more permanent materials like metals. The 
sculptural depictions at the site reveal numerous types 


of vessels that are used for various purposes, 


1) Jars 

A jar with glébular body, wide open mouth and 
constricted neck with some decoration, is the common type 
found inside a potter's house and also in the Kitchen 


room of Siriyala's house (Fig. XIX, 9A). 


ii) Fots 
Fots with globular body, round base, narrow and 
sometimes with high neck, are variously depicted in sculp- 


ture. The shape indicates that it is primarily intended 
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for storage. Such type is also available with the potter, 
who is making pots in his house as depicted on one of the 
pillars in the Mahamapdapa (P1. IX, A). Such pots are also 
seen being carried by commoners and sometimes kept as 
kalasa with a leaf on it. Five-pots of identical shapes 
are seen in the hands of $iva, depicted both in sculpture 
and paintings. In the paintings they are shown painted 
with white criss-cross lines on red background. Such a 
pot with pedestal base and with a 11d js seen with Arjuna 


who is shown practising penance in the Kiratarjunlya panel. 


3) Hapdis 
& pot with wide opened mouth, straight body, flat 
base and constricted neck, used for cooking purpose, is 


shown with potter (Pl. IX, A). 


4) High-necked pot 

A pot with high neck, sometimes with featureless 
rim, globular body, pedestalled base variously decorated 
with stripes and bands is frequently carved on the pillars. 
It seems tobe of a popular type in the contemporary 
society. A simple variety of such a pot (Fig. XIV, 9) 
is seen in one of the hands of Himavat carved on one of the 
pillars of Kalyapnamapdapa Sometimes they are provided 
with spouts (Fig. XIV, 7). A hich necked jar with a spout 
and a handle, resembling a kuja (Fig. XX,7) is often 
depicted on the pillars. f 


5) A pot with a handle 

A small pot with flaring, featureless rim, globular 
body, pedestal base and a handle (Fig. XX,6), is a common 
type usually found in the hands of 01d people with an 
umbrella, saints and rishls% Sometimes, it is decorated 


with straight and horizontal 1ines or stripes. 


6) A pot with 11d 

A pot with narrow neck, internally turned rim, 
globular body, round base, is shown with a semi-circular 
11d. Such a pot is also found in Siriyala's kitchen. A 
simjlar pot with 1id tied to a string being held in the 
hands of an 01d man is also available in a sculpture on 


one of the pillars of the Kalyapamandapa. 


7) Lota type of pot 

A small pot with round body and base, with constrictéd 
neck flaring rim and resembling the present day chambu, is 
depicted in Siriyala's story sculpture. XX lady is using 
it while giving a bath to a boy. So also, in another 
panel of painting where a royal personality is taking bath, 


it is depicted, 


8) Bowls 

A bowl with ribbed rim having beaded design (Fig. 
XX, 8) wide opened mouth and round base is the type being 
carried by a gana who is accompanying Bhikshatanamurt1 
and the same type of bowl is seen in Siriyala's house being 


used for taking food and kept on a stool in front of a 
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saint (Fig. XIX, 3). 


Another type of bowl seen in the hands of Siva is 
with featureless rim, wide open mouth and round body 
(Fig. XX, 1). Such a type with péddestal base and spout 


and handle is seen with a mendicant. 


9) Cups 

& small cup, may be of metal, is seen with a 
priest kept on a stool (Fiz. XIX, 8). In another instance, 
such a cup is kept on a pedestal near Brahma who is acting 
as a priest in Siva's marriage. Such type of cups are also 
seen in the hands of ladies who are attending Siva's 


marriage in painting. 


B) OTYER ARTICLES 


These are mostly articles in day-to-day use. 


1) Ladle (Fig. XX, 15) 

A solitary example of it is found in the hands of 
a gishi-patni who is serving alms to Bhikshafyanamurtie It 
is having a shallow oval-shaped bowl, connected with a 
horizontal-ha}d1e having a ribbed end. The shape is very 


akin to the present day specimen called garita in Telugue 


2) Basket 

On one of the pillars of the Kalayapamapdapa, a 
snake charmer's basket is shown with a snake in it and 
its 11d kept nearby. It is round in shape with vertical 
sides. They are also available in early Indian art depicted 


at EP Such baskets are st11l1 being used by 
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snake-charmers. It may be of either splitehamboos or of 
cane, In another instance, a lady is shown keeping a 
basket hanging with a rope. A male is also shown carrying 


a similar basket. 


3 


3) 


rays 


| 


Trays are seen in the hands of ladies who are atten- 
ding gods and goddesses, at many places, They are circular 
in shape, flat-based with flaring-rim, resembling in many 
respects to the present day paj]em, in Telugu. They are 


used for carrying lamps, flowers and other pujadravyase 


4) Fans (Yyajana) 


At Lepakshi, two types of fans are depicted. One, 
which is seen in one of the hands of a saint depicted on 
one of the pillars (No.91) of the Mahamapdapa, is of a 


squarish type (Fig. XX, 2) mounted on a long wooden handle. 


Another example is of semi-circular shape, provided 
with some space for holding by the Hed OS 0 
This type is seen with a lady attendant who is with 
Parvati in Kalyapasundaramarti panel. The two types were 
in use even from early centuries of the Christian era? 
A fan 1s often referred to in ancient Indian literature 


71 and 1s said to be made of 


as Vyanjana or Talavyntaka 
palm leaf (Berasus flabelliformis) bark or the Sugfira 


grass and sometimes of peacock feathers. 


5) Umbrellas 


Both the royal and humbler umbrellas are depicted 
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in Lepakshi sculptures and paintings. A variety of royal 
umbrellas are showh being carried by attendants of Siva in 
the painted panels of Manunitikonda Chola and Kiratarjunlya 
stories. They are having flat top and straizht sides, 
probably made of cloth of several designs. The bottom 
edge of the cloth is further decorated with hanging threads. 
They are also provided with long sturdy sticks (danpda) 

as hold, having an ornamental end at the top (Fig. XIX,10). 
Similar variety is also depicted in sculpture, being 
carried by a gana providing shelter to a caparisoned Nandi 
carved on a pillar in the outer cloister. The sculpture 
and paintings at Lepakshi also depict two types of humbler 
variety. One is with a semi-cifcular top presumably made 
of cloth, having a long stick (dapda), seen in the hands 
of a cowherd in Kiratarjuniya panel of painting wherein 
the ribs or spokes (Sulaka) are also shown in black-lines, 
Similar one is also available in sculpture (Fig. XIX, 124A). 
The another one 1s of wider top with a long stick and 
circular end being held by an 01d man. Similar sculptures 
are numerous in the temple. Since it is carved on granite, 
the details are not very much clear, It may be of spoked 
variety, which is still prevailing in India and may have 


been popular during Vijayanagara period, 


Use of 0il1-torches during Vijayanagara period is 


72 
well attested in the writings of foreign visitors. The 
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number of torches varied from person to person as per their 
rank. The males, holding torches, are depicted both in 
seylptures and in paintings. On one of the pillars of the 
western-cloister, a male is holding two torches and 
dancing with joy. Torch-bearers (ulkadharls) also formed 
part of temple staff in medieval India. They were given 


lands for their services to £೦ 


7) Mirror (Mukura) 

In the bas-reliefs, a solitary example of a mirror 
is depicted. On one of the pillars of the Kalyapamapdapa 
a lady is shown adjusting her hair while looking into the 
mirror (Pl. X, A). It is round in shape with convex 
profile and a handle. Such mirrors are found depicted 


73nd TN It may be 


in sculptures at Khajuraho 
of metal, having highly polished surface as was used in 


ದ 
ancient India” 


B) Boxes (Samudzakas) 

They are seen in the paintings of Ramayapa panels. 
In one of the panels, boxes of rectangular shape with 
vertical sides are shown beneath the cots of Dasaratha's 


queens. They may be for keeping their valuables, 


9) Fly-whisks (Chamaras) 

These are associated with gods and royalty besides 
being an object of utility. At Lepaksh] they are frequently 
depicted both in sculpture as well as in painting, held 
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by both men and women. The female chowri-bearers were 
called as chimara-dhrigls and also Kiratls?” The 
chamara or chowry consisted of a handle, either plain or 
ornate, surmounted by a mass of flowing hair presumably 


of Yaks. (Fig. XX,1). 


The fly=wnisks have been frequently depicted in 
sculptures from earliest times in Indian art, During 
its long history of existence, interestingly, its shape 
has remained unchanged, Even a female chowry=hearer 
(Pl. V, B) carved on one of the pillurs of the Mahimapgapa 
at Lepaksh] resembles in stature and style with that 
held by the Didarganj} yaksh1” Sand also tallies with one 
described by apa’? 


On one of the pillars (No.36) of the Nayyamapdapa, & 
male dancer is holding two chowries in his hands and 
dancinge Even in paintings, several ladies who are shown 
attending on gods and goddesses, are shown holding 


ornamental chowriese 


19) Bells and Rattles 

There are numerous representation of bells, obviously 
of metal, in Lepakshi sculptures as well as in paintings 
in various contexts. They are depicted being held by 
priests in temples and mapqapas and also Kkinnaras and 
kinnaris who are always depicted holding a bell and a 
lamp in their hands. Elephants, horses, bulls and cows 


are often decorated with bells and rattles. In Manuniti- 


konda Chola's panel, a bell is shown hanging at the main 
entrance of his palace, So also some temples are shown 
decorated with numerous bells. It may be a contemporary 
traditions Decoration of domesticated animals with bells 
is also an age 01d tradition which continued during 
Vijayanagara period Some of the bells are shown with 
ornamentation and ornate handles; especially those that 
are being used in temple rituals are richly decorated with 
various patterns. The shape is very much the same as that 


of the modern one (Fig. XV, 11). 


Rattles are also frequently used, especially for 
decorating animals like bulls, elephants, horses or even 
dogs (Fig. XX1, 2,3,4). The dog which is accompanying 
Siva as Bhikshtanandrtl has a strap around its neck with 


a rattle fitted to it (Pl. IXI, WW). 


11) Mo#tars and pestles 
While devicting the Siriyale's story, two ladies 


are shown pounding the head of Siriyale's son with 
pestles in a mortar. The shape of the mortar js wider at 
the end and narrow at the middle having ribbed decoration 
on the body (Fie. XX, HB). It very much resembles the 
modern rolu of Telugu country. So also is the case with 
pestles, They are wooden ones, apparently having a metal 
ring at the bottom and its top is round (Fig. XX, 114). 
Some of them are having round bottom also. Both the 


shapes are prevalent in modern times. 


ಪತೆ 


12) Lamps 

On many occasions lamps are depicted in the hands 
of pujaris and kinnaras and also in the hands of ladies. 
They are shallow bowls with wicks and having a flat base, 


Some are with handles of curved design (Fig. XX, 13). 


13) Books 

Books in the form of palm-=leaves are repeatedly 
depicted both in sculpture and paintings.e The individual 
leaves are connected together by a string from two sides, 
In the Kalyapasundaramurt] panel, a female sooth-sayer 
is shown studying palm-leaves connected by a long strings 
In another instance, on one of the pillars of the 
Mahamandapa a rish] is shown reading a book of palm-leaves 
placed on a stool in his front. So also several yish]s are 
seen holding palm-=leaf books bundled together with strings 
and kept under their arm-pits (Fig. XX, 19). Such books 


are also seen with Brahma and Saraswat]. 


1+) Rope-slinzs 

A solitary example of rope sling is shown in the 
sculptures of Siriyala's story. It is suspended from the 
ceiling of the kitchen room holding a pot in it (Fig. XX, 
10), It is the customary practice even today in most 
of the villages in the South to have such rope slings in 


their kitchen rooms for keeping milk, ghee, etc 


MUSICAL INSTRUMENTS 


A rich variety of musical instruments is depicted 


in Lepakshi sculptures and painting, some of them are 
shown being played by women and some by men. Prolific 
depiction of varieties of instruments reveal that music 
was very much favoured by the people of the times. On 
the basis of the sounds, they can be classified into four 
broad divisions, 1.e., Vibratory (tatam or tata), 
Resonatory (ghana), Pneumatic (sushira) and Percussive 


(anaddha). 


1) Vibratory _(tatam or tata) 


The stringed variety of instruments comes under 
this category, like veeya or tambura, It has been 
depicted both in sculpture and painting quite often in 
the hands of Narada, Tumburu, Rishls, Gandharvas and 
Apsaras and also several common ladies and males. Three 


varieties of Vinas are found in the sculpture 


i) A harp or bow shaped vina 

A solitary example of it is noticed in the hands 
of a male dancer on one of the pillars of Kalyapamapdapa. 
It is provided with one string tied to a bow or semi- 
circular horn-shaped instrument. Due to the rough 
surface of the granite, the details are not very mYch 
clear, Sivaramamurti says that this harp type of vipa 


was fashioned after a hunting ಏಂ 


11) Vina with one zourd 
It is a most favourite and popular instrument 


often depicted both in paintings and sculpture being 
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played by men and women. It has a long cylindrical rod 
with a gourd attached to one end and with strings which 
produce melodious and sweet notes. The earliest Vipanchl- 
type of vipa was having seven strings (Baptact end UTNE 
one which is played upon by celestials and gods is having 
vyalamukha-end, while that with commoners is of simple 
type (Fig. XVI, 7). 


111) Vipa with two gourds (Fig. XT, ©) 

This type of Vina is found at two places in 
sculptures. It is witha long pole having frets and 
strings and two gourds at either end, The upper one 1s 
smaller than the lower one and both are of circuler shape. 
It 1s of 1ater origin than the single-gourded one and 1s 
nearer to modern one and very much resembles the Saraswat1 
Vina of South India? On one of the piilars of Kalyapa- 
mandapa, a male is seen playing on this instrument. 
Similarly on pillar No.95 of Mahamandapa is depicted Yama 
playing a Vipa with two gourds. In both the cases, it 
is kept across the chest, The former is in standing pose 
while the latter is seated. Since the sculptures are 
carved on very rough variety of stone (granite)y it is 
very difficult to find out the number of pegs and strings 
provided to it. 


2) Resonatory_ (Ghana) 
The resonatory tyre of instruments are available in 
the sculptures and paintings at Lepakshi. They include 


cymbals, castanets and twin-sticks, 
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1) Cymbals 

At many places, the smaller variety of cymbals 
(manjira) are depicted. They consist of two cup-shaped 
objects” apparently of some metal connected by small 
strings to hold (Fig. XV, 2) and strike. These produce 
a ringing sound. According to authorities on musio, 
cymbals are by no means easy to play and experts make 
intricate and delicate movements, a11 in perfect picnen 
In the sculptures, a man who plays on manjira is always 
found accompanying a dancer. They are st111 Deing used 


in Andhra for bhajans and harjkathas. 


11) Castanets 


They consists of two flat wooden bars (Fig. IX,9) 
held together in hands and played with the help of 
finger. These are frequently depicted in sculptures. 
Several saints and bhaktas are shown dancing while they 
play on castanets. Some of them are provided with either 
circular or horizontal metal blades at their ends 
(Fig, XV, 1) to produce rhythmic sounds, Their frequent 
depiction in the sculptures SE popularity in 
the contemporary society. Even today the villagers in 
the region use these instruments while they sing bhajans 


and dance. 


111i) Twin-sticks (Fig. XVI, 9) 
They are used in Kolata or stick-play, a sort of 
dance while they play on sticks. Kolu is a stick. These 
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sticks are played both by men and women while they sing 

and dance. Some sticks produce a rhythmic sound, Such 
stick=play can be noticed in paintings at Bach avesd) 
Nicolo de RE this type of dance in Vijayanagara 
empire during 1420-21 A.D. These sticks are of a span 

or more length and sometimes beautifully painted. Another 


eye-witness was Pietro Della valle?” 


Buring his visit to 
Ikkeri in 16th cent. he saw women holding painted sticks 
They st1i11 are being used in many parts of South India, 
Even in the present temple, at many places, male and 
female are shown playing sticks in groups and in different 


poses, which reveals the popularity of the music by sticks. 


3) Pneumatic (Sushira) 


They are the wind-hlown instruments often depicted 
in Lepakshi sculpture and paintings. They include flute, 


Sahnai or Nadasvaram, Modi conch and trumpets or horns. 


i) Flute (Fig. XVI, LW) 

The flute is one of the most ancient musical 
instruments in India with a pastoral association Lbs 
generally manufactured of bamhoo. The early representatiors 
of it are from Bharhut and Amaravat 18 The present one has 
eight holes whereas the earlier one has seven-holes? 
In Lepaksh1 paintings it is depicted only once being 


played by Krishna as Venugopala 


{1) Sahnai or Nadasvaram 


It is strictly a blown instrument” depicted thriesg 
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in sculpture. It has been represented as a pipe or a 
straizht tube, narrow at the top near the mouth and 
widening at the bottom which produces most melodious and 
deep notes (Fig , XVI, 8). It is usually made of a bony 
wood black in colour. In the Natya mapgapa, on one of 
the central pillars, a god is shown playing on this 
instrument as part of an orchestra for Rambha's natya. 
Usually it was played as an accompaniment to dances, but 
its presence in temple music is a must, especially in 


South India, 


Modi or snake-charmer's pipe (Fiz. XV,12) 

It is also an instrument made of a dry pumpkin of 
a peculiar shape having two heads narrow at the middle, 
The top head is always narrow than the bottom one and 
provided with bamboo tubes, two at the top and one with 
a number of holes at bottom, on which the fingers play 
and produces melodious rhythmic notes, pleasing to snakes, 
The sculptured relief at the temple has depicted a solitary 
example of the same which is being played by a snake- 
charmer before a snake shown on pillar No.9 in Kalyapa- 


mandapa, 


111) Conch (Sadkna or Jalajg)( Fig. XV, 15) 

It is a very ancient wind-instrument, probably the 
precursor of trumpet, Its usage in the temple rituals 
is a must, It was blown through the perforation in the 
spiral top. It is frequently depicted in the sculptures 
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being blown by a number of ganas and saints. During 
temple rituals, it is often used to the accompaniment 


of a g8ng 


iv) Irumpets 

The sculptures and paintings at Lepakshi depict 
three varieties of trumpets. They are shown being blown 
by men only and always associated with religious rituals, 
They are : 

A crescent-shaped one (Fig. XVI, 1,3) often 
depicted blown by ganas and male, It is narrow at the 
end near the mouth and wider at the other end with a 
slight bend. In the Kiratarjunlya panel, when fight 1s 
going on between Arjuna and Siva, a gana is seen blowing 
a trumpet. It suggests that it was used during the war 
also. The other two varieties i.6,, a Bemi-circular one 
(Fig. XVI, 2) and a straight one (Fig. XVI, 5) are shown 
in the painted panels of Rama's coronation and a royal 
procession. They are narrow at one end near the mouth and 
wider at the other end, These two types are still used 
for religious purposes in most of the villages in Andhra, 
They are respectively called as Konmu and Baka. Both 
are made of metal, The latter is of a single piece, 
while the former is in two or three parts which are 


interconnected, 


4) Percussive (Anaddna) 


Under this class fall varjous types of drums. They 


are often depicted in sculpture as well as in paintings, 
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being played mostly by men. In Indian musical system, 

the drum has a unique place. It provides a tone to which 
other instruments are tuned?” Even among the drums, 
Myifdanga type is considered to be the most ancient musical 
instrument in India. On the basis of their size and 


shape they are classified as below 


1) Damaru x Dhakka 

ITs’ a small drum havinzs a hour=zlass shape 
(Fig. XV, 6). The faces are covered with leather and 
tightened with either leather or rope braces, with a rope 
handle at the centre, It is always found with Siva, 
Saivite gods and followers of Saivism. It is played with 


one hand, 


11) Drums with wider face of Dho1(Fig. XV,4,5) 

They are of two types - one is with straight sides 
and large mouth, while the other is with Jarge mouth but 
with narrow sides. The sides are covered with leather 
parchents and tightened by leather braces running from end 
to end, either horizontally or obliquely, They tighten 
these strings so that the instrument makes the required 
sound. They are Alingya type, held with the help of a 
belt put across the left shoulder in the upavita fashion, 
and played both with the hand and a stick (Kopa) which 
is slichtly bent at the end, They are depicted both in 
paintings and sculptures as being played by gods, Gapas 


and common people in religious processions, 


i11) Drum with narrow face (Mridanga) 
ig. XV, 1, 3 


This is also an 2lingya type having a protruberance 
in the middle and narrow at the ends, It is also made in 
the same fashion as the Dhol and is hung around the neck 
It is lighter in weight than dhol. It is played with 
hands only. It has on one face a circular fixture of 
black paste, as is seen on modern myidanga, which gives 
fine sounds. The other is without black mark but is 
applied a rice-paste before playing and cleaned immediately 
after the play is over. 1% is an important musical 
instrument of ancient India and is being used even today 
In Lepaksh1 sculpture this instrument is depicted frequently 
in dance scenes. Jt reveals its popularity during 
Vi jayanagara times. A specimen with bulged body and 
narrow ends is depicted in the paintings (Fie. XV, 1). 


iv) A small drum 

Mids 2 ankya type, enall,. in’ 622s, usuelly Weld 
in the hand or lap and played with a stick. It is very 
much connected with religious ceremonies of the temple 


and is shown played by males and females in sculptures 


v) A pair of drums (Fig. XV, 10) 

This resembles the modern tablz and dagga and jis 
depicted on an ornamental déor jamb of northern entrance 
to Natyamangapa and is being played by a lady with two 


sticks (kopas) They are of urdhvake’3 type having one 
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face kept resting on ring-pads on either side of a seated 


lady and being played upon 


v1) War drum, Dundunhi or Bherl (Fig. XV,8) 

This is shown in painting in Mahamapgqapa where a 
king is moving in a procession to a temple accompanied by 
various musicians. Ly is a huge drum of ranvaka type 
which produces a rumbling sound suited to battle music. 


It has both religious and musical association, 


vii) & shallow drum or pataha (Fig. XV, 13) 

It is a shallow drum producing a jarring un-musical 
sound or rattle, It is used for announcements and as an 
accompaniment to wild music which is required for dances 
usually associated with fearful offerings and rites, This 
instrument is quite frequently depicted in sculptures. 

The man who plays it, is shown in a variety py. dresses, 
The prolific representation of the instrument, however, 
indicates its popular use in the contemporary society 

and relizious ceremoniese lt is locally known as Tappeta 
or Dappu. Even today it is being used for the same 


purpose. 


ARMS AND ARMOUR 

"At some stage" says Harrison "in his evolution 
from ape-like ancesters, man must have been slowly 
progressing for a condition in which his natural powers 
enabled him to maintain his place in nature to one in 


which, by the adoption and invention of artificial weapons 
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and other improvements, he began his progress along the 


Q 
hieh road to supremacy" 3 


In this process man began to invent new types of 
imptements to suit the situation and condition of the 
time, to protect himself and his interests. This made man 
to use varieties of arms both of offensive and defensive 
nature. Like many other medjieaval art centres, the 
sculpture and paintings at Lepaksh] depict a variety 
of arms and armour, Unfortunately, some of the important 
war scenes of Ramaysya painting, where most of the 
contemporary arms and armours were depicted, are largely 
damaged beyond recognitions. 81111 the paintings and 
sculptures provide sufficient information regarding the 
arms and armoury which were in vogue during contemporary 


times, 


Weapons of Offénce 
1) Bow (Phanus) 

Bows are frequently depicted both in sculpture 
and painting. They are of two types - with a sinele 


furve and of triple curves, 


a) Bow with sinzle curve (Fig. SVIIIl, 14B) 

This is the common type of bow depicted frequently 
in the paintings as well as in sculptures, It consists 
of a curved stave with pointed ends to which the cord 
is tied, This simple type was used by hunters, archers, 


and heroes like Arjuna in the Kiratarjunlya panel. In 
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paintings such bows are shown decorated with beaded 
strings (Pl. XIV, A). An eye-witness during Krishna 
Devaraya's time, Paes, writes that the rich people have 
bows plated with gold and silver and the others have 
them ಗ Tne bows used by ladies are always 
shown higher than their usual height. They are usually 


carried on the left shoulder while walking, 


b) Bow with triple curve (Fic. XVIII, 13) 
Such types of bows are shown sparingly. They are 
shown only in the hands of gods and goddesses as one of 


their attributes, but not in common man's hand, 


2) Arrows (Bana) 

Arrows along with bows are represented in many 
panels. An arrow consisted of a long slender shaft with 
elongated triangular head having pointed end and feathered 
terminal (Fig. XVIII, 10). Some ancient texts recommend 
that the feathers of heron (kanka), goose (hamsa), 
peacock, vulture and wild-ccel be used. The nufber 
of feathers attached is said to be four and they were 
fastened by means of threads and sinews, They stabilize 
the flight. The shaft was made of reed, cane or bamboo 


and sometimes of 


3) Quivers (Tupira) (Fig. XVIII, 14A) 
Quivers are also depicted both in sculpture and 
paintings, often along with bows. They are of identical 


shape with cylindrical body with tapering sides, round 
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heavy and must have been equally good for both cutting 
and thrusting purposes. The handle consists of a round 
pommel grip and blunt-edged quillon. The ribbed ridge 
runs all along the blade, Such weapons are found in the 


hands of warriors and Veerabhadra in the paintings, 


A-1i1) (Fiz. XVII, 

This is a sub-variety of type (A-1) above, and 
differs mainly in having a sharp triangular point at the 
end. Like the former, this has also a double-edged 
straizht blade with quillon pommel with round tip and 
sufficient grip. The bladé is thick in the middle, This 
is being indicated by the medial-rib running all throughs 
This is also useful for both cutting and thrusting purposes 


It is shown with a warrjor on a galloping vyala. 


A-111) (Fig. XVII, 3) 

This is also another variety of straizht swords 
and it differs from A-11 in having a slanting point. It 
has a broad blade of uniform thickness and cutting edge 
on either side but no quillon having the grip and a round 
pommel, The above swords can be identified with the 
Asiyasht1i variety of Arthasistra?? Such swords are carved 


in sculptures in the hands of Asuras depicted on some of 


the pillars of the Natyamandapa. 


A-iv) (Fig. XVII, 6) 


This is also another variety of a straight sword 
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having curved point, double cutting edge, raised mid=rib 
continuously from quillon to the end, It may be identi-= 
fied with the cow-tongue variety of var3hamihira) It 1s 
provided with round Kknobbdd pommel and gripe The quillon 
is having internally turned ends. It is depicted in 


sculpture in one of the hands of a horseman on one of the 


pillars of Natyamangapa. 


B) Thrust swords 

B-1) There are few representations of this type. It has 
usually a long, straisht and thin blade with a sharp 
pointed end, 4 curved qujillon with 2rip and knobbed pommel. 
Sometimes, the pommel is lavishly ornamented. Such swords 
are seen in the hands of a royal personality and a Veerasaiva 
follower, carved on the pillars of southern cloister and 
in Nayyamandapa respectively. The former has kept the 
sword in downward position while he is paying respect to 

a deity. But in the latter case, the point is thrust 

into the stomach of Veerasaiva follower with one of his 
hands. It can be identified with Nitrihsa (30 inches 


length) variety mentioned by Kautilyal 7) 


Be) (Fig. XVIIL, 1) 

This is yet another long sword with sharp pointed 
end having cutting edge at both sides. It is having a 
round quillon, a segmented grip and knobbed pommel, A 


fuller runs throughout the length. 


B-111} (Fig. XVI1,. 5) 
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It is another variety of thrusting swords having a 
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long curved blade ending in a sharp point. it has 
double cutting edges. The quillon is with in-turned ends, 
Tne grip is having a knuckle-guard with oblong pommel 
having knobbed-end, It is also provided with a pointed 
langet. It canbe used for both thrusting and cutting 
purposes. Such variety is found in the hands of warriors 


on the pillars of the Natyamapdapa 


C) Cuttinz type 

There are numerous example of this variety of 
swords. They are seen in the hands of asuras, gapas 
and common soldiers. They are of single~edged variety 
with a strong broad blade with curved ends and can be 


identified as Mapdalagra variety of Kautilyai?" 


$i) (FILET, 10) 

It is a short sword with broad and strong blade 
having a curved pointed tip. The lower curved side is 
having sharp cutting edge, while outer edge is blunts 
The flaring sides of the blade at the bottom serve as 
guard and also as quillon. It is having a rectangular 
grip and a flat pommel. The sword is thick at the mid-= 


region and tapering at the sides, 


Gil) (Figs KIT, 8) 

It is a variant of C-1 but with thicker blade, 
having a curved round-tip and sharp cutting edge on 
the curvature side. It is having a rectangular, straight 


quillon with straight grip having a semi-circular Kknobbed- 
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pommel. It can be identified as the lotus-petal shaped 


variety of Varihamihirai?? 


ಠ- ತಿಪ್ಪ) 

This is another heavy sword with strong, broad- 
blade having curved blunt tip and with the cutting edge 
on the curvature side, It is also having a quillon with 
pointed langet in the middle, with convenient grip and 
round pémmel, It is shown in the hands of an Asura in 


the Natyamandgapa. 


C~ iv) (Fig. XVII, 15) 

It is yet another cutting sword having strong, 
curved and angled blade with round quillon and knobbed 
pommel and with both the edges sharpened. It is carved 
in the hands of a gana on one of the pillars of Kalayapa- 


mangapa. 


C-vi) (FigeXVIl, 2) 

It is also a cutting sword having a strong, curved 
and angled blade with curvature on both edges, Its 
hilt is having a straight, up-curved and flanged quillons 
with a circular pommel. The tang ends in a knob. The 
quillon is also having blunt pointed langets. It is 


shown in sculpture, 


WED) (Figs VIL, 1) 
It is a cutting sword, having a strong, broad 
blade. It is wider at the middle and sharp and pointed 


at the end. It serves a dual purpose for thrusting and 
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cutting. The straizht pointed end is intended for 
thrusting and curved body for cutting. It is having 
a medial-ridge a]1 alons from qujllon to tip. The 
pommel X# is of two circular plates connected to 8 


knobbed tang. 


C-viii) (Fig. XVI1,9) 

It is a multi-purpose weapon with a strong 
re-curved and angled blade fitted into a circular 
quillon having a circular knobbed grip with knobbed 


pommel. Both the edges are sharpened. 


5) Dapeer 

The dagger is a short weavon with a short blade 
designed for thrusting in a close hand-to-hand fight. 
It is found on the waist belt of kings, chiefs and 
hunters. Most of the daggers found in Lepakshi sculp- 
tures and paintings are worn by hunters and royal 


personalities, 


Following are the types of daggers encountered mostly 


from paintings. 


Ei AULT, 7) 

The blzede is wider at the hilt and gradually 
narrowing at the end with a sharp point having a straight 
quillon with flanged ends. The pomme] is bent to one side 
This is pierced into the body of a panther by a warrior in 
Cheeta hunt depicted in painting on the ceiling of the 


Mahaimaygapa. 


2) LARUE 12) 
It is also another fine dagger wider at the hilt 
very narrow at the tip and having an animal-headed pommel 


found with one of the members depicted in Cheeta-hunt. 


Wi) Fig. IT, 13) 

Another small dagger worn on the wajist=band by 
a warrior in a hunting scene. It is with curved blzede, 
wider at the hilt and pointed at the tip, similar to 
Mis Opering ribbed HIE Wie SN SNS 
knobbed tang 


Iv) A Flgs RET, '2) 

Eb Ye jemadhar-type of dagger with two side 
bars and two cross bars. It has a double-edged blade 
having a sharp pointed end with wide triangular groove 
on both faces. It is seenwith a hunter who is attacked 
by 8 panther (Cheeta) in a painting depicted on the 


ceiling of Mahamanpdapae 


6) Spear (Kunta) 106 


In sculpture as well as in painting spears are 
depicted, In many instances, they are shown with the 
people who are attacking elephants. Spears consisted 
of wooden or bamboo poles, with pointed blades of steel], 
iron or copper and balsnced with an iron-knob or spike at 


the lower end, The spear was a8 very convenient weapon for 
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horse-mounted soldiers, particularly when they had to 
face an elephant rider, It is invariably seen with 


cavalry men. 


2) Sige TT 7) 

In a spear a l1eaf~shaped blade with pointed end 
with a groove in the centre is fixed into a wooden pole 
having a fluted ring at the bottom and another knob at 
the end.e Sometimes, the handle had three knobs at either 


ends? 


7) cub (Gada)! 

Club or mace is one of the most ancient weapons 
of India. It is often referred to in the MahSbtaratai9 
In Lepaksh] sculptures and paintings, the club is 
frequently depicted, but always with gods as one of 
their attributes and also with demi-gods like gapas. 
It is represented either with Kknobbed or fluted-heads 
having a series of rings on either side and a knob at 
the top, It is also provided with a straight handle having 
a knob at the bottom (Fig. XVIII, 17). In some cases they 


are provided with long tapering handles with fluted ends, 


8) Battle Axe (FaraSu) 

Battle axe is often depicted in Lepaksh] sculptures 
and paintings. It is depicted not only with zods as one 
of their attributes, but also with hunters and rishJs. 


They are with two types of blades. 
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AMSG SHILT; 2) 

This consists of a long wooden handle with tapering 
sides attached to a crescent-shaped blade at the upper 
end. In its hafting a cylindrical ring is fixed to the 
handle first and a vertical hole is made in the centre in 
which the tang of the axe is hafted with its knob protruding 
outside. This type of weapon is seen in the hands of 


tribals and hunters in the paintings. 


Another example is a variant of above, The blade 
is hafted into an ornamental, bulbous head provided with 
straight handle, This type is seen in the hands of a 
god as an attribute (Fig. XVIII, 6). 


B; (BUNS 5) 

It is another type of battle axe, having a double 
curved blade, shallow at the centre and pointed on either 
side. It is hafted into bulbous, fluted head of aX an 
ornamental handle. It is a deadly weapon found in the 
hands of Siva as Andhaksurasamharamirt] carved on one 


of the pillars of the Man8 mapdapa. 


9. Trident (Fig. XVIII, 3) 

It 1s also variously depicted both in sculpture 
as well as in paintings being held in the hands of gods, 
goddesses) ganas and dwarapales. It has a long shaft 
fitted with tri-pronged blade with sharp ends, In Some 


cases, the side-préngs are flaringe 
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IT. WEAPONS OF DEFENCE 
Of the weapons of defences, shields and body 
armour are represented in sculpture and painting The 


former occur frequently while the latter very rarely 


1) Shields 
Though shields are quite often depicted, only 


two varieties are shown - round and rectangular 


A) Round #hields (Pig WITT, 1112 

It is a popular shape quite frequently depicted 
in the hands of ganas and asuras in sculpture and in the 
hands of infantry men in a war scene, in paintings They 
are circular in shape. Some of themare of simple 
decoration with concentric ci¥feles, while others are 
richly ornamented with flowers and dots, Some of them 
are provided with some sort of tassels in the centre, 
The contemporary chronicler Nuniz, who visited Vijaya= 
nagara, writes that "their shields are so large that 
there is no need for an armour to protect the body which 
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which is completely covered, Such round shields with 


similar description are also noticed in Khajuraho 
sculpture! Regarding the type of decoration, Nuniz 
alsd records that they are decorated with flowers of 


g£01d and silver! and others with colours. 


B) Rectangular shield (Fige XVII], 15) 
It is seen in the hands of an Asura on one of 


the pillars of the Natya mapdapae le 1s holding a 
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rectangular shield with convex surface and provided with 
square handle at the back. It isa simple variety with- 


out any decorations 


Regarding the material used for making these 
shields, the Arthasistra mentions wood, cane, bamboo 
and leather! 3 Arrian informs us that they were made 
of RENE UTne same is confirmed by the evidence from 
tne Mahzbhirata 1 Moreover, the term 'charma' indicates 


that they were made primarily of leather and rarely of 


other materials. 


2) Armour 

At Lepakshi, armour is very rarely depicted 
The sculptures at Lepakshi do not give us any clue but 
some war scenes are depicted in paintings. Unfortunately, 
the details are largely damaged, No authentic information 
is yaailable regarding the body armour. Some of the 
painted war scenes of Ramayapa reveal that the foot- 
soldiers are wearing two types of protective covers on 
their head resembling a helmet, with a projection on the 
topes The helmet covered the entire head including the 
ears upto the neck. Another variety is a sort of a cap 
without central projection, but extended over the nape. 
In addition, another soldier is seen with a peculiar 
helmet in the form of a protective cédver over the head 
extended upto shoulders which is further decorated with 


beaded design on the bofder. It suggests that all the 
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soldiers of infantry were with helmets, The same 1s 
further confirmed by the writings of contemporary foreign 
brafeliets 
GAMES AND AMUSENENTS 

Games and amus ements are an essential feature of 
any society. The sculpture and paintings at Lepakshl 
depict certain interesting games and amusements, They 
include: 
WW Uuneing 

Hunting and chase have been ancient means of 
recreation in India, In the beginning, it became a 
necessary means to his survival. Later, it became a 
recreation or an out-door game, 2 sort of sport partj- 
cularly of the men of wealth and leisure. During the 
period under review, hunting became a very important 
feature of the life of the ruling class and aristocracy 
and a source of livelihood for some low class people of 
the society, It is attested by the depiction of several 


such scenes both in paintings and sculpture, 


The depiction of Kiratarjunlya story, both in 
sculpture and paintings, repeatedly on the walls and 
ceiling of the temple, reveals boar-hunting by the 
aristocratic people in the society. It clearly shows 
how the animal is to be chased by botkhunters, helpers 


and even by hunt-dogs. Vijayanagara kings patronized 
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hunting and participated in the game along with their 


ladies 1? 


£118 


There were reserved hunting grounds for the 
spor 
On the ceiling of the Maha mangapa, a scene of 
Cheetah (panther) hunt is graphically depicted. In this, 
some royal couple on horse back is accompanied by several 
warriors and officials with various weapons like spears, 
swords, daggers, some mounted on horse back and others 


on foots 


On one of the pillars in the northern cloister, 
a hunter is depicted returning from the hunt carrying 
two hares tied one on each end of a bamboo-=stick which 
he balances on his shoulder (Fig. XX, 5). From his dress 
he appears to be a professional hunter getting his liveli- 
hood by hunting only. The sale of hare and other birds 
in the market is well attested in the writings of contempo= 


rary foreign visitors! 


2) Man and animal fizhts 

The moulded adhishthana of the Natya mangapa is 
having a vertical kaptha decorated with several elephants 
in various moods. On the western face, a fight between 
an elephant and a male with royal attire is depicted. In 
this panel the elephant is shown subjugated by the same 
person, who is ultimately shown seated on a raised seat, 
In another instance, an elephant is being attacked by 


a male with a spear, The elephants shown in the fichting 


seenes are fully decorated with various ornaments. In 
the Minasd11isal a detailed description of the game 1s 


found. Such amusement was called Gajavahyali-vinoda. 


3) Keepine pets 

The delineations in sculptures and painting reveal 
that the people took pleasure in keeping vet birds and 
animals. The 1adies liked to keep parrot in their homes 
and passed their lonely hours by talking with the birds, 
In one of the panels depicting Sivats marriage, one of 
the females attending Parvati is shown having a parrot 
on her wrist. Similarly in another pane] (Fig. IV, B12) 
depicted in the southern verandah, one of the four ladies 
who are worshipping goddess Durga is shown having a parrot 
on her right hand, It was an ancient practice among the 
ladies to talk to their pet parrots during their leisure 
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Similar representations are found in Mathura 


In another instance, on one of the pillars (No,26) 
of the Maha mandapa a pet parrot is depicted eating in a 


bowl by Keeping one of her legs gently on the rime 


Among animals, monkeys and dogs were also tamed 
On one of the pillars of northern cloister, a monkey is 
shown with beaded haras around the neck and dressed, It 
suggests that it is a pet animal. In the Kiratar junlya 
panel, several dogs are shown chasing the boar. They 


are tamed dogs being used for hunting. Such practice 
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is recorded even in inseriptions1°3 


WW). Music and Dance 

Music and dance also provided amusements. The 
dancing hall in a temple is intended for such public 
performances. In olden days, such programmes used to 
take place frequently in a temple. The depiction of 
several musical instruments on the pillars of the Natya 
mapqapa and also of ladies in various poses of Bharata- 
natya suggest that music and dance also served as 
popular amusements during the period, On pillars, 
several males are shown in the act of singing by keeping 
one of their hands on their ear and the movement of 
mouth also suggests that they are singing. The foreien 
travellerslike Abdur Razzak, Paes and Nuniz have left 
graphic descriptions of dancing girls who, like wrestlers, 
received special invitations for the Navarathri festival 


2 
at Hampi! 


5) Stick Play (Kolata) 
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It is otherwise known as Kolata, Kol means stick, 
೩ಿಓ್ಮಡ means play. On the various pillar-components and 
also in the entablature of the Maha mapqapa and the Natya 
mapgapa male and female dancers in full attire, are shown 
in the act of dancing while they play on the sticks in 
various bhangimas. They are always accompanied by some 
male with mridanga and cymbals. The prolific represen-= 


tation of the pAay reveals its popular nature. Its 
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popularity during Vijayanagara period is further attested 
by a Venetian traveller Pietro Della Valle who actually 
witnessed the play in the streets of Tkkeri 15 Even 
today, in most of the villages, the stick-play with 

music is the pastoral entertainment st1i11 being liked by 


many e 


6). Wrestling 

Wrestling seems to have been extremely popular 
and received state patronage during the period under 
review. From the writings of foreign visitors like Paes 
and Nuniz, during the 16th cent., we learn that wrestlers 
from a11 over the empire, received state invitation to 
exhibit their art during the Navaratri festival at the 
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capital, The contemporary literary works also attest 


to the pdpularity of the gamei?7 


On one of the pillars of the Kalyapamapgapa, 8 
pair of male wrestlers is depicted wrestling by holding 
each others legs. Women also participated in wrestling. 


It 1s depicted elsewhere In commemoration of those 


wrestlers who succumbed to the infguries received during 
the fisht, viragals (hero-stones) were set up” Krishpa 
Devaraya himself was a wrestler 2nd wrestled daily with 
one of his athelets139 Wrestlers were given agrahdras 
and they were one of the privileged persons permitted 

to sit and eat pan (betel) before the king during the 


A . The wrestlers were called Jettis. 
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7. Chess 

It is an ancient game of Indie and it is believed 
that it was invented by Indians. The present form of 
chess is supposed to have developed from the Aksharakriqa 
of Vedic literature] It is played by two people. The 
chess-board contains sixtyfour squares and is played with 
thirtytwo gamesmens In the Bhdkailzse painting, Siva 
and Parvati are shown playing chess. The board with 
gamesmen is kept in the centre on a pedestal and several 
attendants are witnessing the games The contemporary 
literature mentions that the chess was one of the popular 
indoor games, very much favoured by the kings, especially 
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8. Dice 


Though no dice piece 1s depicted either in the 
sculpture o» in painting, there are several] game-boards 
carved on the p1i1lar faces and also on the slabs of 
different components of the temple. They include the 
square game board for Ashtachamma (Fig. XXIT, 3,5,6) 
and a triangular one for the game of tiger and goat 
(Fig. XXII, 11,12). Their repeated carving on the 


various portions of the monument indicate their popularity 


9, Sauare game board (Fig. XXII, 3,50) 
It is depicted both on a pillar face and also on 
the floor-slbbs. It can be played by either two or 


four persons. It is mentioned as atftapada by Buddhaghosha, 
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Such boards are depicted on some of the floor slabs at 


ಇ 
Nagar junakonda naan 
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This is another game which was in vogue during 
Vijayanagara period 3 and is a populer game even now in 
most of the villages of Andhra Pradesh. It is played 
by two persons with a three numbered dice. Such boards 
are repeatedly carved on many floor slabs in the Nayya 


mangapa and also in the southern cloister. 


11. Snake-charmer 

On one of the pillars of the Kalyapa mepdapa a 
snake charmer playing his modi before a snake is graphi 
cally carved, Even today it 1s being enjoyed not only 
by the children but by many elders, especially in rural 
areas. It was one of the past-times not only during 
Vijayanagara period but even in early centuries of the 
Christian era, since it is depicted in Nagar junakonda 


sedlptures 13° 


TRADES AND FROFESSTONS 

The material culture of the contemporary society 
depicted in the sculpture and paintings at Lepakshi, sheds 
a flood of light on the various trades and professions 
of the period. Some of the sculptures throw direct 
light on this aspect, while others furnish indirect 


information. For example, there is no scene of a goldsmith 


making any jewellry or 2 blacksmith shaping weapons or 
of a carpenter. But the prolific depiction of these 
objects in the sculptures makes it abundantly clear that 
goldsmith, black-smith and carpenters were important 


components of the society during the period under review 


Ie TRADES 
1, Hetal-workers 

The sculptural delineations at Lepakshi provide 
ample evidence regarding the high degree of perfection 
the metal works achieved during the period. They could 
work both on hard and soft metals, Those who work on 
hard metal are otherwise known as blacksmiths, who were 
one of the essential members of the contemporary society 
and they were held responsible for makings the various 
instruments for stone-works, carpenters, barbers and 
other essential traders. They also supplied the aericul= 
tural instruments viZ,., chains and bells to tie and 
decorate various animals (Fig. XVI 10} XXI, 2,3, and 6), 
They were responsible for preparing various weapons and 
armour for the fightins class, Their presence in the 
society was indispensable in 16th cent. when every trade 
and industry was dependinz wholly on man power, In 
every town they used to have a guild of their ome They 
had a close contact with the Government and the latter 
used to consult the guild before introducing any tax 
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The sculpture and paintings at Lepaksh] depict 
an exuberant splendour of the art of ornament making and 
jewellery indicating the flourishing state of this industry 
& careful observation of these ornaments reveals various 
methods of their making. They include simple, solid and 
skilful decoration of delicate wire-=work and skirting 
which needs an advanced technical skill of the goldsmiths. 
They were well versed in making attractive design. All 
the persons in the society may not afford to have costly 
ornaments of gold, The commoners mizht have worn the 
ornaments of other metels like silver, copper and other 
cheaper variety. Abdur Razzak yitnessed some gilt 
ornaments worn by the people along with g01¢ ornaments, 
This indicates that silversmiths and coppersmiths also 
had developed their professional art, In sculpture, 
several elephants, bulls and horses are shown fully 
caparisoned with various ornaments and bells, rattles and 
chains, They may be of cheaper metals and mieht have 
been supplied by silver and coppersmiths. Several copper 
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were issued during the period under reviews 
They were possibly prepared by the coppersmiths and metal 


engravers of the time. 


2. Bead-making 
In view of prolific depiction of beaded ornaments 
in the sculpture and paintings at Lepakshi, bead-making 


appears to have been a flourishing industry during the 


BH 


L 
time? They may be of metal, precious stone or pearls, 
Tne beads embedded in the ornaments indicate that they are 
of different shapes, such as round, flat, barrel, bi-conical 


and cardamum shaped, 


3. Carpenters and Wood-carvers 

They contributed much to the architecture of the 
period like doors, windows, decorated beams etc., and 
house-hold articles like tables, chairs, cradles, stocis, 
cots etc. They introduced new forms and designs in making 
the above articles. The moulded seats are ಸ 
decorated with geometric and floral designs (Pl. FigXIX, 
2,5, and 8), The ornamental legs of the stools and cots 
depicted in paintings and also ornamental handles of 
various weapons might have been prepared on the lathe, 
Carpenters were responsible for making huge temple-carts, 
palanquins, chariots, eto Some of them are decorated 
with flowers of gold and sive The temple-=carts of 
the period contained a lot of wood carving in the form 
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of fizures and motifs. It is the work of wood-carvers only 


mm 


From the building activity of the period, one can 
easily surmise that the quality of masons and architects 
who were responsiole for building such stupendous edifices 
like the temple complex of Lepakshl must have been of high 
order. The period under review was known for high E2- 


gopuram, construction of forts, tanks, ete, These are 
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all possible with high skilled masons and architects of 
superior engineering skill, The hanging pillar at Lepaksh], 
and the musical pillars at Hampi, are some such examples of 


master architects, 


5, Stone-=carvers and sculptors 

The art of stone-carving had attained sublimity 
durine the period, They have carved a variety of sculptures 
in high and low relief and produced the best specimens of 


artistic beauty and ade The intricate geometrical 
and floral designs carved on the various components of 

the temple ರೀತ್‌ workmanship. Some of the incised 
line work and half-finished sculptures on some of the 
pillars of the mahamapdapa suggest that they drew the 
figure outline and then worked out its relief. The chisel 
marks on the surface of the stone indicate that they have 
used very sharp chisels and light hammer for their work 
Because of their skill and knowledge, they could convert 
huge monoliths into beautiful sculptures of artistic 


} 
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6, The Potter's art 

The potter's art is well attested in the depiction 
of various pots in sculpture and paintings. The innumerable 
shapes and desisns sugzests the advanced development of 
trade (Fig XL, 5,7,8 and 12% XIV PPS ENE NEL 
of clay brass, copper and silver, Some of the foreign 


writers of the contemporary period witnessed the same in 
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the hands of sii In good olden days, the potter 
was an indispensable person in the society. To indicate 
importance, Some such professionals whose services are 
veyy much related with the society and temple are carved 
on the temple components, The potter was one of them, 

On one of the pillars of Natyamangapa, his figure 1s 
carved in the act of making pots. He 1s holding a dabber 
in one of his hands and is dressing the body of the pots 
Some of the finished pots of different shapes and sizes 
are kept by his side (Pl. IX, A). They have shown their 
ingenuity not only in manufacture of different types but 
also ornamental ones - painted, stamped, incised and also 


embossed. 


7. Weaving and Textile 


It is very difficult to assess the fabric, the 
quality and desisn of cloth depicted in the scylptures, 
but the paintings at Lepakshi provide us with some 
knowledge of textiles that were in vogue during the 
period under review, The paintings depict a variety of 
fabrics, different designs and colour worn by males and 
femalese Some of them were richly embroidered with gold 
and silver yrds The weavers of the period were known 
as Tantuvayins and the dyers vastres ae They had 


their own guilds. The designs on the textile available 


in the paintings at Lepaksh] consists of: (Fig. XXII) 
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iii) 
iv) 
v) 
vi) 


vin) 
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xiv) 


xv) 


xvi) 


xvii) 


In 


border of 
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Horizontal and vertical lines forming 
squares (Fig. XXIV% 5); 

Criss-cross lines forming a design of 
diamonds (Fig. XXIV, 7); 

A design of wavy lines (Fig. XXIII, 6}; 
Vertical bands; 

Mat design; 

A design of dots; 

A design of flowers (Fig. XXIV, 1,4, ; 
5,5,3); 

Squares filled with flowers (Figs. XXIV, 2; 
Wavy lines having dots in between; 


A design of complicated creepers (Fig. XX, 


A design of flowers and dots; 


9 WY, 


XXV, 7) 
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A design of circles and squares (Fig. XXV,3); 


A desien of diamonds filled with flowers 
(Pigg XKTIT; 8, XUV, ©); 
A design of leaves (Fig. XXIII, 7) 


A design of horiZonta} ‘lines having plants at 


intervals (Fig. XXIII, 5); 


A design of circles arranged vertically in a 


row (Fig. XXIII, 3) and 
A design of triangles arranged diagonally 


(Fig. XXIII, W). 


addition, each cloth is provided with ornamental 


different designs. 


They are made in different 


colours, which are quite appealing and is possible only 
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with advanced technique of dyeing which are being initiated 


by the modern dyers and weavers in Andhra, 


8. Tailoring 

The advanced textile industry referred to above 
probably gave rise to the art of tailoring, Tailors were 
known in inscription of the time as I 
who fashioned costumes in the form of trousers, shirts, 


skirts, pyjamas, etc., which are depicted inthe sculpture 


and paintings and testify to the use of stitched garments. 


9, Rovpe=making 

This art was known to the contemporary society. 
It is attested by many sculptures at the site. A rope- 
sling is depicted in the Siriyala's kitchen in sculpture. 
A musician is shown playing on a dhol which is hung to his 
shoulder with the help of a string, not by strap (Fie.XV, 
5), Some of the ornaments of elephants, bulls and horses 
are hung with the help of ropes. Ropes were used as 
ornamental bands also around the neck of elephants and 
bulls (Fig. XVI, 10 and XXI, 2 and 3), A hunter is shown 
carrying two hares tied to a bamboo stick with the help 
of ropes. So also several palm=leaf granthas are shown 
tied into a bundle with the help of long strings (Fig. 
XX, 19). 


10. Leather Industry 


Leather industry was known to the people of the 


ibaa They were known Zs Kurantakas (shoe-makers) in 
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inscriptions and were taxed, Many leather articles are 
depicted in sculpture and painting, such as belts and 
straps tied to musical instruments, quivers, saddles put 
on horses, sheaths of swords and daggers. The foot-weer 
depicted in the paintings worn by hunters (Fig. XX,20) 
also must have been of leather, The side=covers ‘of ghols 
and mridangas etc. and the tunics of horse men were made 
of strong thick=1eather of many Jeyere The same is 


attested to by the foreign writers199 


11. Cosmetics and 011 manufacture 

The sculpture and paintings reveal] different kinds 
of cosmetics, collyrium and varieties of colours for 
spotting their foreheads by both men and women. In the 
paintings, hoth men and women are shown applying collyrium 
to their eyes. For its preparation, 011 was needed. For 
having healthy hair, oiling is needed, Regarding oils, 
Paes says, the people are very fond of 011 produced from 
seeds sown and reaped in the country and crushed by means 
of machines which they maka? 1 The foreheads are decorated 
with variety of designs (Fig. XIV, No.10). Some of the 
women in paintings and sculptures are seen with their arms 
and feet painted (Fig. XIII, 1). The contemporary eye- 
witness Barbosa writes that "the people used perfumes and 
flowers. They anointed themselves after bath with white 
sandalwood, aloes, camphor, musk and saffron, a11 finely 


ground and kneeded with rose-watery Making the mouth 
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red by chewing pan was a contemporary custom noticed by 
[ನ 

the Persian Ambassador 133 It is st111 being practised 

in ASndhra Pradesh, 


II. PROFESSIONS 
1. &2riculture 

Though no evidence of agricultural activity is 
found either in the sculptures or in paintings, various 
inscriptions engraved on the temple ps 
grant of several villages, tanks and channels in the 
vicinity of Lepakshi for the service of the god This 
suggests that agriculture was the main profession of a 
large number of people as it has been in this country from 
times immemorial. It is further attested by the contempo-= 
rary foreign visitor Paes who writes, "these dominions are 
very well cultivated and very fertile, could produce 
plenty of rice, Indian corn, grains, beans and other 
kinds of cfops! 7? He further says "behind cities, towns 
and villages, they have plantations of mangoes and jack= 


fruit trees and tamarinds and other very large SNS 


2. Cattle-rearing 

Cattle-rearing was also one of the means of liveli- 
hood during the period, It was attested in the writings 
of foreign visitors!” ‘Some foreigners received cows, 
buffalos, sheep and goat sent by the king for their 
feast. In the paintings and sculptures, several shepherds 


and cowherds are depicted, sometimes along with cows, 
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During Vijayanagara period, numerous gifts of sheep, 
cows, buffaloes were given to temples, for the supply of 
curd and ghee to the temple. These gifts were entrusted 
to the cowherds, who agreed to supply daily, certain 
quantity of milk, ghee and curd for daily ablutions 
The main intention of such donations was not only to 
supply curd and ghee to the temple, but also to foster 


and cultivate the cattle population, which was necessary 


for the prosperity of the rural economy 


3. Hunting 

During the period under review, hunting was 
adopted both as a profession and also as a past-time. 
As referred to above, one of the pillars of northern 
cloister, «a hunter is depicted carrying two hares on 
his shoulder with the help of a bamboo-stick to which 
they were tied, In addition to it, the boar hunting is 
elaborately depicted repeatedly both in sculpture and 
painting. Foreign writers haf recorded that the markets 
were full with birds and game animals and sold at a very 
cheap retd29 There were special hunting grounds and the 
kings not only encouraged hanting but actually partici- 


pated in Hantingl50 


4, Teaching 
A school scene is graphically devicted in the 
sculpture while carving the Siriyala's stery, where 4 


teacher is shown imparting education to the children, 
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The place of learning is a temple. The teacher is shown 
seated on a pedestal in Rajaleelasana pose, holding a 
cane in his hand The boys are shown clean shaven 
Siriyala's son who is one of boys studying, is taking 
leave of the teacher by prostrating himself. This 
suggests a Gurukula type of teaching which was prevalent 
during Vijayanagara period and the temples served as 


educational A 


5, Washermen and Barbers 

Although there is no depiction of washermen in 
the sculptures, fme existence of the profession can 
be guessed ffom the numerous variety of clothes worn 
by the people. They were referred to as Rajakas in the 
inscriptions of Vijayanagara period? They were also 
having their own guilds, They were considered as one 
of the essential communities of the society. Some of 
them were given manyas for their services by the kings 
According to the contemporary writers, the Vijayanagara 
kings used to wear silken clothes, pleasantly auereted 
he washerman of the period could have handled such 
clothes efficiently without causing any damage to them 
snaebheir' qualitye Similarly, tHe DaPVEr SP Were alse 
efficient in their arte The sculpture and paintings at 
the site present many styles ef mustaches, beards and 


164 


hair-styles, Vijayanagara inscriptions refer to barbers 
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6. Domestic servants 

It appears from the sculpture and paintings that 
several domestic servants were employed by the rich and 
ruling classese We find both miles and females as domestic 
servants. They are sometime shown standing with folded 
hands (Pl. XVI). In one of the panels of Siriyala's 
story, a servant is shown bringing the boy on his shoulders. 
Several maid-servants are shown attending Parvatl as also 
royal ladies and holding chauris, plates and other articles 
Similarly a male servant is depicted in a sculpture, 
carrying water-pots. In one of the painted panels, 4a male 
servant is shown attending royal ladies with folded hands, 
Some of the male attendants are depicted holding chnatras 
and chowris. The institution of slavery was in existence 
during VYijayanagara period which is recorded by the 
contemporary EL rede 


7, Musicians and Dancers 

A very good number of dancers and musicians are 
depicted in sculpture and paintings at Lepakshi. Most 
of them must have been professionals. Music and dence 
were patronized by Vijayanagara kings. The artists used 
to give their performances at private and public gatherings, 
espeédially in the temples. During Vijayanagara period the 
Natya mandapa became the most attractive and largest 
component of the temple, where numerous figures of musicians 


and dancers in various attitudes are carved. Most of them 
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were attached to the temple. During this period, the 
musicians and dancers were considered to be one of the 
privileged classes in the society. They had the privilege 


to sit before the king and chew the pan in front of nim 194 


STRUCTURES 
The artists of Lepaksh]i sculpture and painting have 
displayed only few examples of contemporary structures. 


They include both secular and religious structures. 


1. SECULAR STRUCTURES 


A. Palaces 


In paintings, while depicting the panels of Kalyapa~= 
sundaramurtl and Manunitikonda Chola, royal palaces are 
shown in a conventional way. It is a big hallof rectan= 
gular plan, having a superstructure at the centre and 
entrances on either side. The superstructure is in the 
form of a temple-type sikhara built in talas in receding 
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order, It is also attested by Ceasar Frederick 
visited Vijayanagara capital during the last quarter of 
the sixteenth century. The lowermost talas were provided 
with miniature inga-sikharas in the same pattern, Each 
tala except the top one was provided with flat-roof with 
curved and slopinc eves. The topmost division had a 
wagon-vaulted roof with panjara decoration at the sides. 


The lowermost tala is provided with porticos (mukhamapqapa) 


having supporting pillars, The roof of each tala is 
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further decorated with hanging flowers and festoonse 


The side-entrances are in the form of toranas 
built on high decorated pillars with capitals and brackets 


They seem to be of wood The tor8pa gateways are 


surmounted by hizh pyramidal gopuras. The central one 
has a rectangular plan with wagon-vaulted roof which 

is further decorated with a series of kala5as. The 
side ones are square n plan, having a Kuta type of 
Sikhara. They resemble the one stil] existing at Hamp1{? 
The structure is enclosed by 28 nish massive wall, with 
battlemented top with arched openings at intervals, The 
arches are both pointed and semi-circular, The main 
entrance of Manuniti Chola's palace is shown provided 
with trefoiled arch surmounted by hish pyramidal Sithara 
talas and kalasSas. It differs gn plan and shape from 
the torana type referred to above. It is an arch-type 
gate both of which are referred toby the contemporary 
writers, The above details tally very much with the 
observations made by the contemporary foreign visitors 
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ತೊಕ , aes! TApdur Razzak ‘ “and Nuniz. 


. 
Such type of buildings with temple type sikhara 


of Vijayanagara period are stil] in existence at Chandra- 


ON 


The lowermost tala with pillared portico may be a 


functional one. Such multi-storeyed palaces with stair 


cases are reported by the contemporary ಕ 
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The same style of palaces are depicted in the Ramayana 
scenes also. While depicting Kiratarjuniya story in 
painting; Indra's palace is depicted in a conventional 
manner in the form of a square mapqapa having a high, 
pyramidal roof of five talas and each, except the last, 
is provided with a flat-roof profusely decorated with 
hanging festoons and fluttering flags. The topmost unit 
is having a domical Kita sikhara with a pinnacle and a 


[4 
kalasa, 


B. COMMONER'S HOUSE 

While depicting Bhakta Siriyala's story in sculp- 
ture, the house of Siriyala is depicted. It consists of 
a redtangular hall and a square Kitchen, It is built on 
pillars with long square shafts surmounted by capitals 
and brackets supporting a flat roof of moulded desien 
(Fig. XXII, 1,2). There are intermediary walls, dividing 
the hall and Kitchen into two units. The flat roof with 
a slope on one side is provided with a parpet wall of 
semi-circular merlons. Tne house is provided with a 
open courtyard where Siriyala's wife is giving bath to 


their son 


Il. RELTGTOUS BUILDINGS 

Both in sculpture and painting some temples are 
depicted, They are of two types 

1. Square mandgapa. 


2. Square mandapa and a porch, 


Jb7 


1. Souare mangapa 

While depicting the Kiratarjuniya story at many 
places, Arjuna is shown worshipping Sivalidea enshrined 
in a square mapqapa type of temple. It is square on plan 
having moulded adhishthana over which pillars are placed, 
It may be four pillared mandapa but from side view only 
two are visible. In the centre a S3ivalilga on a piniva- 
ttam is installed, In its front a Nandi is also shown in 
the same mapgapa. The superstructure is in dvji-tala 
vinéna surmounted by a circular stip] and kalasa. The 
Sikhara resembleg the brick Sikhara of the main shrines 
at the site. The same type of structures are shown in 


many painted panels, 


2. Square mandapa with a porch (XXII, L B) 

It is again depicted in Bhakta Siriyala's story 
sculpture. It isa square mangqapa with a porch or pillared 
mangdapa in which a teacher is shown seated and imparting 
education to the boys. The main mangapa is provided with 
eka-tale vinina with a stp] and kalasa. The sides of the 
prastara is decorated with a hara of kngu-arches, which 
is again an imitation of the main shrine. The sides of 
the domical roof of the tala is further enbellished with 


ribbed decoration and panjara-arches. 


In addition, at the back side of the above temple, 
there 1s another mapgapa built on four pillars but no 


adhishphana, It is having a dvijjala vinéna with & 


pinnacle but no kalasa, It resembles the yale mapdapa 


Jb 


and is commonly found at many of the contemporary temple 
sites. It is quite similar to the one available at 


Lepakshl, but the latter is with adhishthana. 


Since the life scenes depicted at Lepaksh] are 
very limited, the information on secular architecture is 
very scanty. But whatever is depicted, -quite appropriately 
tallies with the records of the contemporary eye-witnesses 
and also the structures of the time stil] existing at 
most of the Vijayanagara sites Like Hampi, Chandragiri, 


Penukonda and Ginjee. 


CONVEYANCES 

From very early period, man'$: persistent efforts 
to lessen the labour of walking and to reduce the burden 
of carrying his belonging from place to place, possibly 


led to invent conveyances. 


I. The land conveyances 
As evidenced in the sculpture and paintings, the 


conveyances on land include - animals, carts and palanquines. 


&) Animals 
“Horse 
Among the modes of conveyances by animals, hase 
is important and frequently depicted both in sculpture 
and paintings. It is used both for riding and pulling 
the chariots, In the former context the anima] is 


frequently used, Horse riding appears to have been 
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very popular during Vijayanagara period, Quite often 

the horse is depicted with a rider. Galloping, caparisoned 
horses with riders are depicted on the moulded adhishfhana 
of the Natya mapgapa. In the painting, caparisoned horses 
are shown in the royal procession, in war and in Cheetah 
hunting scenes. According to contemporary chroniclers, 
Vijayanagara kings imported a good number of horses from 
Persia and Arab countried?” Paes who saw the cavalry 

of Vijayanagara kings on the annual review day, has given 
a graphic descyption of horses fully caparisoned with a 
variety of decorationsi? They were estimated to be 35,990 
and always ready with armour” Fully caparisoned horses 
were used for carrying royal personalities during festive 
occasions. Paes also says that the reins were not of 
leather but of si1k twisted into ropes. The jron=hits 

in their mouths are clearly carved in sculpture. In 
Manunlti Chole story painfings, caparisoned horses are 
shown drawing the chariot, The man who is driving the 
animals is holding a whip in his hand (Fig. XXI, 1). It 
consists of a braided rope either of silk or of leather 
straps tied to a stick, The horse is shown saddled in 
many cases (Fig. XXI, 3). The bridle consisted of thin 
straps probahly of leather, including foreheed band and 
breast-bands adorned with 1eaf-shaped pendants, sometimes 
with a neck ornament of rattles, This talljes with the 


graphic description by Paes referred to above. 
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2. Elephants 

In the sculptures at Lepakshi, elephants are quite 
frequently depicted on the various components of the temple. 
Elephant was one of the symbols of sovereignty and therefore 
mostly favoured by the king]? In most of the cases, they 
are shown decorated with various ornaments like haras around 
the neck, chains with bells on the body, beaded strings 
on the head, metal rings on the legs and velvet padding on 
the body, Elephants have been utilised in India for warfare 
since very early periods. Kautilya observed that “the 
victory of kings (in battle) depends mainly upon elephants 13 
Tre Same tradition was continued by the Vijayanagara kings. 
According to Abdur Razzak, Devaraya-IT had more than 
1602೦ elephant i> Another writer Nikitin, writing during 
the reign of King VIra-Naresimha, says "elephants are 
greatly used in battle, large scythes were attached to 
the trunks and tusks and the animals are clad in ornamental 
plates of steel. They carry a citadel containing twelve 
men in armour with guns and arrows53 Another writer Paes 
who saw them during festive occasions says, "the elephants 
in the same way are covered with saparisons of velvet and 
801d with fringes and rich cloth of many colours and with 
bells so that the earth resounds and on their heads are 


painted faces of giants and other kinds of great poate 0 


In friezes, the elephants are depicted in various 


attitudes being ridden over by male and female riders. On 
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one of the pillars (No.28) of the Nahamapdapa, a female 

in full attire is seen riding over a caparisoned elephant, 
holding a goad in her hand. During Vijayanagara period, 

the elephants were used for trampling the criminals too. 

It is clearly depicted on one of the pillars of the northern 
cloister and is fully attested to in the writinzs of 


foreigners, who actually witnessed the same 15? 


3. Bulls 

Bulls caparisoned are often depicted in sculpture. 
kt several places, Siva and Parvati are shown riding a 
caparisoned bulls In the writings of foreign visitors, 
bulls Were used for transporting food Starr Even 
today, bulls are being used by some tribals for shifting 
their articles from place to place in Andhra, Though not 
depicted either in sculpture or paintings bullock-carts 
were used as means of conveyance during the period under 


review, 


4, Camel 

Camel is depicted on one of the pillars of the 
eastern cloister. It may indicate that the people of 
the time might have used them either for carrying men 
or for transportation of luggage. Ina painting at &he 
Virupaksha temple at Hampi, a man is shown seated on a 


camel beating drums in a procession. 
Be WHEELED CONVEYANCES 
These are very rarely denicted in the paintings. 


No eart i represented; on the other hand, a chariot of 


12 


six wheels (Fig. XIX, 13) fully decorated with mouldings 
and floral designs is depicted in paintines. It is 
having an “S" shaped projection in its front, It is 
being drawn by two horses and boarded by a yuvaraja 
(prince) of Manuniti Chola and his associates. The 


same vehicle is shown twice in the story. 


C. PALANQUIN (Si pix5) (Fie. XX, 3 

Falanquins were mostly used by ladies of rank. 
It was usually carried by four men in tyrn with the 
support of poles specially prepared for the purpose, 
It is represented only once in the paintings while 
depicting the Ramayana scene. SIt3 is shown being 
carried in a palanquin to Ayodhya. It consists of a 
square base, with legs, joined to a horizontal pole 
with the help of two vertical poles fixed in the square 
frame. It is fully covered with scarlet cloth with 
tassels of large and heavy pearls and the pole itself 
ornamented with gold and silver flowers. Such palanquins 
were seen and described by Nuniz during 1535-37? AD, in 
Vi jayanagara empire. He says "whenever the king 
journeys to any place, he takes 25 to 39 &f his most 


favourite wives, who go with him, each in her pajanquin, 


Those intended for himself and his principal wife were 


of more ornamental than other aA 
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RELIGIOUS CONDITIONS AND BELIEFS 


The temples are considered to be the earthly ahodes 
of gods. They enshrine a zod whom the people worships 
The architectural components of these edifices are in 
a position to meet the requirements of rituals and 
practices of the people. The various gods and goddesses 
as traditionally handed down to the people are sculptured 
on the temple walls, pillars and sometifies painted on the 
various parts of the shrine, and the main deity is 
installed in the cella. The varjous shrines in the 
complex are dedicated to different gods and goddesses 
and the innumerable icons carved on the various compos 
nents present a faithful and authentic picture of the 


religious conditions and beliefs of the times. 


Majority of the people during the period under 
study appear to have been the followers of Srahmanie 
religion favouring both Saivisn and Vaispavism on‘ equal 
footing, To satisfy religious beliefs of these pedple, 
the temple under review is replete with various shrines 
dedicated to both Saivite and Vaispavite gods.e The 
artistic delineations in the form of sculptures and 
paintings reveal that a]1 the sub-sects of both Saivism 
and Vaispavism - paSpatas, Virasaivas, SBktas and 
Ganapatyas @Z S4ivism and Vadagalei and Tengalai groups 
of Vaisnavism and the followers of various Vaispava and 


# — 
Saiva siddhantas, lived together with amity and worshipped 


the gods of their liking in the same complex. 


I. Worship of Saivite Gods 


The early kings of Vijayanagara empire were followers 
[4 pS 
of Saivism, but the later kings from Kryishypa Devaraya 


onwards switched over to Vaispavismi58 


But staung 
during the 16th cent., a majority of the people worshipped 


p 
Saivite gods side by side, 


a) Worship_of Sivg 
At Lepzksh], Siva is being worshipped both in 
anliconte ‘and iconic forms. In the pipaniSesvara shrine 
which seems to be of an early date, a Sivalideam pc 
enshrined on a panivattam and is being worshipped. 
Interestingly, at the back of the Sivalinga, on the 
surface of a granite boulder, which is serving as a 
back wall of the shrines, a beautiful sculpture of 
Bhikshapanamurt] in bas-relief is carved Carving an 
Legnic: Forni of Siva behind a Sivalinga on the back wall 
of the shrine was a popular tradition in early Pallava 
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cave-temples. Even in other sub-shrines, like Rama- 
lilgeswara and Hanumalihgeswara, Sivalingas are installed 
on panivattam and are being worshipped. In the same 
complex 2a monolithic Niea-Sivalinga is carved out of 
natural granite boulder at the back side of the main 
shrine in gigantic proportion and is being worshipped. 


» . 
In a similar manner, Sivalingas are variously carved on 


the different components of the temple, generally on 


ಬ್ರಿ) 
~] 
C3 


panivattam and decorated with flowers, some being 
protected by snakes, While depicting the Bhakta Kannappa's 
story, both in sculpture and paintings, the Sivalingas 

are shown with two eyes. On one of the pillars of the 
norUNern Cloister, a Sivalinga decorated with flowers 

is shown on a panivattam, being carried on the back of 
tortoise. At some places, & Sivalinga on a panivattam 

is shown flanked by two conche1?? At several places, 

a Sivalinga is shown being worshipped by elephants and 


sometimes a cow is shown milking over the Sivalinga!”! 


b) Worship _of Veerabhadra 

At Lepaksh3, one of the main shrines is dedicated 
to Veerabhadra, who according to the legend, appeared 
from the sweat drops of Siva during the destruction of 


Daksat's NA 


A huge statue of Veerabhadra, of 
more than 3 m. height, is installed in the garbhagriha. 
Usually Veerabhadra is installed in one of the minor 
shrines ina Siva temple, but here he is having a main 
shrine occupying the central one of the three, It 
suggests the popularity of Veerasaivism during the 16th 
cent. He is also depicted in many sculptures on several 
pillars and even in kugu-=arches and pilasters. He js 
often depicted in paintings too, being worshipped by 
Virupappa and his retinue. The prolific depiction of 
the icon in sculpture and painting suggests the popularity 


of the cult, 
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ce) Other forms of Siva 

Though individual shrines have not been built 
for adorning the various forms of Siva, they are often 
depicted both in sculpture And painting. In painting, 
Kala-bhairava is shown being worshipped by king Drupada 
in Draupadi's swayamvara panel and Arjuna on his way back 
to Indrakiladri for penance in Kiratar junlya panel. A11 
the important forms of Siva-1iligodbhava, Natarzja, 
Kalyapasundara, Ahdhakasurasemhara, Chandesanugraha, 
Pisupatinugraha, Gajantaka, Hari-hara, Ardhanrisvara, 
Tripurintaka, SadZsiva, Vrishabhirugha, Dakshinamurt3 
etc., are graphically devicted both in sculpture and 
painting. Generally, al] the forms which are depicted 
in painting are shown being worshipped by men and women, 
rishis and gods and this indicates the popularity of 


these forms, 


Nandi, ever associated with Siva as his vahana, 
also obtained the veneration of the Sivite devotees 
along with his master. He has been represented both 
independantly and also in the company of Siva. He is 
depicted independantly on most of the pillars and 
always decorated with various ornaments. On one of 
the pillars, the caparisoned Nandi with an umbrella 
held by an attendant is carved, In another instance, a 
caparisoned Nandi is shown crushing a human head, may 


be the head of an apasmdrapurusha. In the same town, 


೨17 


away from the present temple complex, a huge monolithic 
bull locally known as Basavanna (5 x 7 m.), one of the 
largest Nandis ever carved, can be seen. It was once 
provided with a canopy and is being worshipped even today 
On one of the pillars of the Nayyamayqapa, he is shown 

in anthropomorphic form with bull-face and is carved 


playing on a mryidanga, 


Worship of Sakti 

The worship of Sakti at Lepksn] is as popular 
as that of Siva. Though worship of mother-¢goddess is 
an age 01d practice, it was more systmatiZed during 
medieval period by attributing individual status to the 
female counterparts of various gods and seperate temples 
were built to them. At Lepakshl, seperate shrines were 
built to Firvat] as a consort of Siva and Bhadrakli as 
a female counterpart of Veerabhedra. In addition, 
several goddesses like Manishasuramardini, Durg8, 
Sarasvat] and Lakshml are carved on many pillars. There 
is 8 saptamatrika panel kept loose inthe premises and 
is being worshipped, Among the above goddesses, the 
forms of SanishSsuramardini and Durg are often depicted 
in sculpture and painting also. In the latter instance, 
she is shown being worshipped by yishis, ladies and 
devas, even though some of them are wearing Vaigpava 


marks on their foreheads, 
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Worship_of Vaishnava ods 

One of the three main shrines is dedicated to 
Raghunatha, enshrinins a four armed Vishyu sculpture. 
It seems that this temple was added subsequently to the 
main group, probably to maintain amity between the two 
main sects of Brahmonical relizion during the sixteenth 
century. During this period, the ruling kings were also 
the followers of Vaigpavism Vigpu, in his standing form 
is carved on many pillars of the main temple and of the 
mapgqapa, His various incarnations are beautifully painted 
on the ceiling of pillared mapgapa of Raghunatha shrines 
They are all shown being worshipped by rishle, devas 
and male and female worshippers. Among the various 
avataras of Vishyu, Ramsvatara is profusely depicted both 
in sculpture and painting, that too as Kodapga Rama In 
one of the paintines on the ceiling of the southern 
verandah of the Mahamanpgapa, Rama is depicted along with 
Lakshmana and STt2, and is being worshipped by several 


males and females including yishis, gods and Hanumén. 


Next to Ramavatara, Narasimhavatara is depicted 
frequently, both in sculpture and painting. He is also 
shown in his yogic form In one of the panels of the 
paintings in the southern verandah of the Yahamapqapa 
a female counterpart of Narasimha is graphically painted, 
being worshipped by rishis and devas. The Kodaypga Rama 


and Narasimha forms of Vishpu had seperate shrines during 


473 


Vijayanagara period at Hamp1?3 and elsewhere. Various 
aspeéts of Krishpavatara are also depicted both in 
painting and sculpture. They include Vapnpatras3yl 
Balakrishpa dragging a mortar, Vepugopala and Kaliya- 
mardana, The latter is quite often depicted among which 
the one in painting is marvellous in details. The Veypu- 
Eopala painting on the ceiling in southern verandah of 
the Nahamapgape is encircled by yishls and shepherds 


with their cows is noteworthy. 


Worship of Hanuman 

During the Vijayanagara period, especially during 
the period under review, the worship of Hanuman - the 
monkey god, a close associate of Rama, had received 
great veneration. At Lepaksh], ne is enshrined in 
seperate shrines. His status installed in the Uyala- 
mapqapa may be of a subsequent date. lis figures are 
carved on various components of the temple nearly 3+ 
times. It suggests the popularity of the cult during 
the period, Seperate shrines were also built to him 
at many Vijayanagara sites like peg Hampi!) 
He is also dépicted seated along with Rame, twice in 
paintings in the panel of holy trinity (RSma, Lakshmaya 


and Sita) and Rama's coronation scene. 


Worshirv of Minor deities 


# 
Among the minor gods, Ganesa has a seperate 
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mapgapa, He is carved on the granite boulders in huge 
proportions and a mapgapa is built to shelter him In 
addition to this, he is carved on many of the temple 
components, nearly at 31 places, in various poses, standing 
(Pl, IV, B), seated and also dancing (nyitya)posturess 

He is always shown with four arms holding various 
attributes and his vahana, mugaka, is carved on the 
pedestal of each icon He js also depicted in painting 

in the southern verandah of the Manamapgqapa in a more 
pleasing form. He was regarded as a god who wards off 


evil and brings good fortune. 
Navaerahas 
Navagrahas were also worshipped during the period. 


Their forms are depicted on a seperate pedestal in the 


Mahamapdapa, No seperate shrine is built. 


Naga. stones have a seperate mapgapa known as 
N2gamapdapa in the complex. Ina Siva temple, the 
worship of Naga stones kept under a Pipal tree is a 
common feature, but having a seperate mapgapa is an 
interesting feature here and may sugzest the popularity 
of the cult, They are usually worshipped by childless 


women ofl Nagapanchaml aay 980 beget children. 


Dikpalas (the oanardians of quarters) 


ಲ 


They were also worshipped during the period. They 
are depicted both in sculpture and paintings. They are 
shown both standing and mounted on their individual 


vahanas. Their life-size figures are carved in half- 
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Yelief with iconographic details on various pillars of 
the Kalyanamandapa (Fl. VY, 4). Some of them are carved 
in the central hall of the Nayyamapdapa. They are again 
depicted on the ceiling of the central halle They are 
also depicted in painting, attending the marriage of 
Siva and Parvati and also worshipping Yeerabhadra in the 


Mahamapdapa central hall. 


The other minor gods that are depicted on the 
various components of the temple are Surya and Chandra. 
They are often depicted both in aniconic and anthropo- 


morphic forms, No seperate shrines were erected for them, 


Among the other deities, whose figures are carved 
on the various components of the temple and were being 


venerated, include Sarasvatl, dvArapalas and Gajalakshni. 


Mode of worship 

It is quite evident from the lay-out of the main 
temple that the peramulation &f the temple and the place- 
ment of the deities formed an important part of the rituals 
of worship. A series of enclosure walls in the complex 
are built in such away as to allow the worshipper to go 
round and pay homage to several deities, Ultimately, 
among individual shrines only Veerabhadra shrine is 


provided with the facility of perambulation from inside. 


The spacious Mahamapndapa is primarily meant for 


congregation of worshippers in large numbers, while they 


offer puja to various gods of their cho 
located a11 around. pe 
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CHAFTER-VIII 


EPILOGUE 


The Vijayanagara rule in the history of South 
India was a sienificant period. Especially the period 
from 1509-1542 A.D, in many respects is considered to 
be the golden age of Vijayanagara rule. During this 
period one of the most brilliant medieaval rulers, 
Krishpa Devaraya (4599-1529) and nis step-brother 
Achyutaraya Mahiraya (1529-1542 A.D.) successfully 
ruled the vast empire. During their administration, 
people enjoyed peace and tranquility. The empire was 
extensive, extending from Kanyakumari to Orissa The 
resources were plenty. The treasury was full with 
g01d, Several foreign travellers like ೫೦5೩, Faes 
and Nuniz visited the empire and witnessed the affluence 
with their own eyes and attested to the above facts in 
their writings, The kings were liberal patrons of 


various arts and letters, 


The South Indian architecture owes much to the 
building activity of these rulers, who made munificent 
gifts to innumerable temples. This not only helped in 
the construction of some new temples, but-alse 4n 
enlarging the existing ones. The temples of Virupaksha 
and Achyuta at Hampi come under the former catesory, 
while Vitthala temple at Hampi and Veerabhadraswam] 


temple at Lepakshi fall under the second category 


a 
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The temple of Veerahhadra at Lepakshi from its 
incipient size prior to 1529 AD, developed into an 
enormous size due to the addition of several shrines 
and mapgapas. It was all due to the liberal attitude 
of the ruling king Achyutaraya Maharaya and also due to 
the painstaking efforts of Virupanpa who was a regional 
governor hailing from Lepiksh1”and stationed at Penu- 
gonda, The temple thus attained the status of one of 


the foremost examples of Vijayanagara art 2nd architectures 


As in the case of many South Indian temples, the 
exact date of its construction is not readily available, 
though the tradition attributes the large scale develop= 
mental activity of the temple to Virupappa. This is to 


some extent confirmed by the epiceraphical records. 


Among the inscriptions, the earliest record is 
by Suva Immagi WNarasimha (1490-1506) in 1493 AD. It 
refers only the temple of pipandsesvara and no other 
shrine. There is no inscription pertaining to the 
period in between 1494 and 1530 AD. But suddenly from 
1521 A.D. onwards, the temple attracted the attention 
of not only the rYuling King Achyutaraya but also many 
of his subofdinate officials including Virupayppa 
Nearly twenty inscriptions were issued, ranging in date 
from 1531 to 1542 A.D., a11 referring to the three main 
shrines dedicated to Papanasesvara, Raghun3tha and 


Veerabhadra, The above records suggest that &]1 the 
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three main temples of the complex were in existence 
prior te 1531. A.D. and that neither Thera pean 
Achyutaraya nor his 10cal feudatory Virupappa were 
responsible for their construction. These might have 
come into existence between 1494 to 1530 A.D. who were 
actually responsible for their construction is not 
recorded on any components of the temple. On the 
other hand, the large scale munificent endowments made 
by the king, his sdcdinet sceand seven Maha janas 

of the locality? reveal that the temple had its hey- 
days between 1531 and 1542 A.D, but lost the patronage 
of Kings afterwards gradually. It may largely be due 
to the political turmoil in the empire. 


The large number of endowments made by Virupappa 
to all the three gods and the depiction of his portrait 
along with his retinue worshipping his tutelary deity 
Veerabhadra in the paintings, clearly indicate that he 
was solely responsible for making this monument a grand 
one by way of several additions and alterations including 
the large scale painting work executed on the walls and 


ceilings of the main components of the temple. 


Like many of the extensive temples of South 
India this temple also had its gradual development and 
prolonged history confining to Vijayanagara period only 
Unlike the other Vijayanagara temples elsewhere, this 


had “its pecAliarities in its location, plan and growth 
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ete. Unlike the others, it is situated on a granitic 
hillock which is in the form of & tortolse and Hence 
is riehtly named as Kirmesails. The nuelues of the 
temple of pipanisesvars and the other two main shrines 
are situated at the centre on the highest point. They 
are fecing three different directions and at the same 
time sharing the central pillared mapgapa and thus having 
a Trikuta type of plan. It is peculiar to a developed 
Vijayanagara group like Lepaksh], The builders might 
have copied fron the Jaina edifices at Hampi of early 
Vijayanagara period which is a continuation of the 
tradition followed by their predecessors, the Hoyasalas 
and Kakatiyas. The hi11 itself provided them with 
sufficient building material, In some cases even the 
existing boulders are used as side onl During the 
course of time, several structures have come up all 
around the above temples, meant for various ritual 
functions, These are distributed at three different 
levels or altitudes of the hillock and each group is 
encircled by an enclosure wall, On the stylistic grounds, 
they represent broadly the three different phases of 
pbuilding activity at the site with some additions and 
alterations made subsequently from time to time but 


of WET einor nature; 


Interestingly, the inner enclosure wall which 31s 


encircling the main group of temples was added at a 


$4 ; 


subsequent occasion because some of the paintings 
executed on the ceiling of MahSmapgepa are being hidden 
under its top, With the construction of this wall, 
several new components like Sayandedra, store-roon, 
Rimalilzesvare shrine, came into existence within the 
main group situated on the same platfom. Another 
interesting feature of the complex is the inner 
enclosure wall provided with a single entrance towards 
north, the second with two entrances, towards north 

and south and the third with three, facing east, weet 
and north, of which the northern entrance of the second 
and third enclosure walls were once provided with high 
gopuras of brick and stucco work. Now only their traces 


remain. 


Unlike the other Vijayanagara monuments, the 
pillars of Natyyemapdapa and Kalyapamanqapa of Lepaksh3 
are profusely decopated with life-size sculptures of 
Hindu pantheon of which some are of exceptional beauty 
and workmanship. They depict the contempdrary style of 
ornaments, It seems that while depicting the same, the 
main concentration was bestowed on the central hall of 
seach mapgapa. Even in doing so, the corner pillars in 
their design and decorations are shown more prominantly. 
Al1 the best specimens of Hindu pantheon, viz, Nayaraja, 
Kalyipasundara, Bhikshatanamartl, Rambh3, Urvasi, Bhyihgi 


es °_— pu - SN , Ne pe 
Andhakasurasamharamurtl, Gajantaka, Gapesa, Mahishasura 
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mardini are carved on their multi-facets. No other 
Vijayanagara temple has such a concentration of icons 
The depiction of life-size rjshis, in a row, on the 
northern periphery pillars of the Kalyapamapdaps with 
artistic details of exceptional beauty is another 


peculiarity of Lepakshi temple. 


On many of the pillars of the Natyamapgapa several 
musical instruments which were in vogue during the 
period are depicted being played by various gods and 
musicians. It is also a peculiarity of the Lepakshli 
temple. The ceilings of the Yahémapgapa and the Napya- 
mapgqapa with long painted panels representing the well 
known purapic and epic stories which were popular during 
the time in a story-telling manner, is nother peculiarity 
of the place. In the depiction of gods and goddesses, 
the painter has closely followed the sculptor. Some of 
the 'figures such as Rhikshatanamurt1, Nataraja, Veerabhadra, 
Bhairava, MahishZsuromardinl, Sad2siva, 2rahm3 and Kalydpa 
sundara are repeatedly depicted both in sculpture and 
paintings. Even some of the purapic stories, such as 
Kiratar junlya have been depicted more than once both in 


paintings and sculpture, 


The Veerabhadra painting of gigantic proportions 
(350x325 m) is perhaps the hizhest single painting 
in Asia, drawn on the ceiling of central hall of the 


Mahamandgapa in an inspiring manner with utmost iconographic 
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infantry, cavalry, elephants and charjioteers, The 
soldiers used various war weapons like swords, daggers, 
axes, spears and bows and arrows, They also wore ¥% 
helmets and armour on their head and body, The animals 


were caparisoned. 


The economy of the society is also reflected in 
the presentation of a Tich variety of ornaments, dress 
and household articles. The kings and nobles are shown 
wearing various ornaments, elaborately decorated with 
pearls, precious stones and beads, The common people 
lixe hunters, shepherds, potters, wrestlers even working 
class are shown wearing meagre dress and ornaments, may 
be of 1ess costly materials, Except a few, most of the 
petple are s hown bare bodied and without foot-wear, The 
hunters are shown with shoes that have nothing but soles 


and some straps on top which help to keep them in position. 


The edifices of enormous size and elevation with 
intrinsic carvings and affluent paintings throw a flood 
of lizht on the high standards of various arts and crafts 
such as carpentary, bead-making, blacksmithy, making of 
g01d ornaments, leather industry, weaving, dyeing, musio, 
dance, painting and architecture, In some of the fine 
arts like music, dance, painting, stone carving, textiles 
and making of ornaments, the craftsmanship of the period 


had reached its Zenith. 


Pee 
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more than one god, like Hari-hara and Hari-hara=pitamaha 


The study of the above material is important in 
mmy ways. It enables us to understand how the present 
temple has developed from an incipient stage to fully 
developed status, the socio-economic and religious 
conditions of the people who were held responsible for 
its development, the king, the nobles and other mah2janas 
associated with the developmental activities of the 
edifices and the relation of the temple with the society 
The above study is also useful in understanding the 
contemporary traditions, beliefs, popular legends and 
puranic stories. In other words, it reflects the 


contemporary social life. 


Such a study of individual groups of temples will 
not only help in understanding the other groups by way of 
comparison, but also to enable us to form the general 
characteristics of outstanding temple groups. Since 
the above material is more bf cultural nature, its 
study is of immense value in reconstructing the cultural 
history of Andhra Fradesh during the period under review 


rather than mere political history. 
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AF FENDIX 


\ 


DISTRIBUTION CHART OF SCULPTURED FILLARS IN LEFAKS'IT TEMPLE 


(For pillar location see Fig.V) 


EB = East; We West; N += North; S§= South 

Pi1lar Face Top Middle Bottom 

Nos of the 
pillar. 

1 2 3 L y 

(A) SOUTHERN CLOISTER (OUTER ENCLOSURE) 

1 Plain on a1] sides but a royal devotee is carved 
on the north-western corner of the pillar, 

2 E. Flain Pld Plain 
We A flower A deer A creeper 
N. Plain Plain Plein 
8. Plain Plain Flzin 


NB, ; On its capital, a saint 1s shown in asana. 


3 RB, Plain Plain Flain 
W. A bull & devotee A flower & Sivalinga. 
N, Plain A flower A vyala 
8, Plein & flower A tree 
4 Ek Plain Plain Plain 
W Plain Plain Plain 
N, A conch A flower A 1eaf desien 
5, Plain Plain Plain 
fy, B. Flain Plain Plein 
Ww. A flower A flower Double leaves 
Ns A moon A Sivalinga Not clear 
ವ A moon A flower A leaf. 
6 Fy, & flower A flower A tree 
W, A flower A flower A tree 
N. Plain Plain A vyTla 
5 Vaishnava mark A flower A flower design 
EB, Plain Plain Plain 
W. PT Plain Plain 
Ne A flower Sivalinga A leaf 
ಥ್ರ Plain Plain Plain 


ರNEESH MESH NMEEA WEE 


“ *e 


ಬುಹೆವಟ ರುಪ ಟಣ 


A flower 

An ascetic 

A nude lady 
Double circle 


& flower 
A flower 
Plain 
Flain 


Plain 
Plain 
A flower 
Plain 


Vaishyava mark 
A flower 
A cow & linea 
A flower 


An owl 
A Sivalinga 


A flower 


Plain 
Plain 
A flower 
Plain 


deer 
\ flower 
flower 
moon 


f lower 
male devotee 


ms ee 


conch 


Plain 
Plain 
A flower 
Plain 


Details on al1 sides 


A flower 
A hare 

A monkey 
A flower 


A flower 
A flower 
Plgin 
Plain. 


Plain 
PlYain 
A flower 
Plain 


A conch 
A Sun 
A flower 
A 


Sivalinga 


A deer 
A Bull 


An Scharya 


Plein 
Flain 
A flower 
Ea 


A flower 
A flower 
A flower 
A flower 


A sheep 
A peacock 


fluted pillar with lion base 


A flower 


Plain 
Plain 
Not clear 
Plain 


damaged 
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A tree 
A tree 
A tree 
A tree 


A tree 

A creeper 
A vya}a 
Flain 


Pied 
Plain 
Not clezr. 
Plain 


Not clear 
Flain 
Not clear 
A tree 


A creeper 


& male with st&tk 
A fluted pillar with lion base 
A male dancer 


Flain 
Flain 
Not clear 
Fl1ain 


An elephant 
A creeper 


A vytla 
A tree 


A vyaa 
A vyaia 


& tree 


Plain 
Flain 
Not clear 
Plain 


Vaishyava mark 


66 


67 


68 


10 
11 


42 


£3 
74 


79 


3 Up 

A flower A flower 

A flower Double circle 
Douhle circles A flower 

A moon A flower 

A flower A flower 

A flower A flower 

A fluted pillar with lion base 

A moon A moon 

Plain plain 

Plain Plain 

Not clear Not clear 

Plain Plain 

A flower A flower 

Not clear Not alear 

A flower A Sun 

Not clear Not clear 

A flower A flower 

A flower A deer 


A fluted pillar with lion base. 


Double circle 


se 


A flower 


Flain on all sides. 


Not clear 
Not clear 


Plain 
A flower 


A moon 
A flower 


Not clear 
Not clear 


Plain 
Not clear 


Douhle circle 
Double circle 


ಮಾ 


Wot clear 
Dowmle leaves 
A vyaja 
A 1eaf 
A vya}a 
A vyala 


A tree 


Plain 
Plain 
Not clear 
Plain 


A 1eaf 
A creeper 
A male 

A vy81a 
A 

A 

A 


leaf 
creeper 


creeper 


A TLE 
Not clear 


Plain 
A 1eaf 


A vy5la 
A vyala 


A fluted pillar with lion base, 


A Sun 


Details on four sides rubbed off. 


Flain 

Not clear 
No details 
Not clear 


Plain 
A sivalinea 


A flower 


A flower 
Plain 
A flower 
Flain 


Plain 
A flower 


A 1eaf 


A- fluted pillar Wie on bases 


Plain 


Plain 


al: 


EN 
76 EB, Plain Plain Plain 
W, Plain Plain Plain 
Ne A flower & Sun No details 
೫ Plain Plain Plain 
py: BK, A flower A flower A kelada 
W. Double circle A suuare A leaf 
N. Plgin Plein Plain , 
5% A Sivalinea Not clear A kalasSa 
78 BE, A flower A flower A sqnare 
W, A Sun A flower Not clear 
Ne A fluted pillar with l11on base. 
SS Flain Plain Plain 
79 Pl in on all sides 
82 EF, Flain Plain Plain 
W. Plain Plain Plain 
Ne Plain Three circles A leaf 
3 Plain Double circles Plain 
81 ¥, A flower A Sm A 1eaf 
W, A flower A flower P1ain 
Mi, A fluted pillar with lion base, 
SR Plain Flain Plain 
82 [ Flain Plain Flain 
W. Plain Plain Plain 
N, A moon A flower Three leaves 
© lal Plain Plain 
83 EF, Double circles A flower A tree 
W. A Sun * Double circles Domle 1eaf 
Ne A Vaishnava merk A flower W Sh 
iA Double circles, F1ain Double leaf 
ak 2. Double flowers KZliyamardana A female dancer 
W. A moon A flower A vyala 
N, A fluted pillar with lion base. 
S. A Vaishnava mark A lady A fisherman 
85 Plain on al] sides 
86 Plain Plain A vya]la 


, A moon A sonare Four leaves 
* Plain Plain A vytla 
; F1ain Double circles A tree 


87 


88 
89 


9೧ 


91 


93 
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96 


9 
98 


3 Wy 5 
A conch A flower A tree 
A Sivalinea A flower A vyEle 
A fluted pillar with lion base. 
Plain on a11 «ides 
Flain Fl1ain Pied 
A circle A Circle Plain 
Plain A Circle A 1eaf 
A Sun A square Plain 
A flower A swan A saint 
A moon A flower A double leaf 
A fluted pillar with lion base. 
Plain PledM A tree 
Plain on all sides 
Plain & saint A 1eaf 
Flain Plain A vya] 
Flain A flower A kalasa 
Plain A moon An elephant 
1 
Sivalinga A flower A vyelae 
A Nanag A flower A tree 
A fluted pillar with lion base 
Decorated conch Decorated chakra A tree 
Détails damaged on all sides 
Vaishpava mark A dole circle & tree 
A moon Not clear Not “eTeer 
Decorated chakra A flower A vyala 
& tortoise A square A vyala 
A dowble circle A god holding A vyEla 
p a leaf 
A Sivalinga A flower A vyala 
A fluted pillar with lion base # 
Plain A flower A vyala 
Plain on «211 sides 
A tortoise A moon Flain 
A moon A Sivalinga A tree 
Moon relief A flower Plain 
A Sun A flower Plain 


UES EEE 
h 
99 B&B, A VYaisnava mark A flower An elephant 
W A Siv inga A saint Cow & calf 
N. A fluted pillar on lion base 
§, A double circle A flower A vyala. 
120 Plain on all sides. 
171 He A double circle A flower A fish 
We A Circle A flower A kalada 
Ne A Moon A flower Not clear 
5 A Moon A flower Atree 
192 EB, Decorated chakra A flower A mde lady 
W. A swan A Nandi A ¢gapa 
N. A fluted piller with 11on hase. 
8, A kalada A flower A tree 
173 & pillar plain on.al1 sides 
A 
12 E, A Yaigpava mark A creeper A tree 
We A Sivelinga A Circle A leaf 
N Flain A fish A monkey 
© A Moon A flower & vyala 
105 EB. A male playine on A flower A creeper 
a drum 
We A conch A moon A vyzla 
N. A fluted pillar with l11on base 
SY A flower Two creepers A cana holding 
a snake 
176 A pillar plain on all sides 
107 ME A Gonch Spouted vessel A pot 
W. A vyala A Nandi A tree 
Ne A swan A Sivalinga & leaf 
ರ್‌ A flower A flower A buffalo 
128 E, A flower & swan A vy5la 
W. Plain Plain Flain” 
N. A fluted pillar with lion base 
5, A douhle Circle A flower A tree 


129 A plain pillar on a]] sides. 
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8 E., & flower Monk on a fish A shallow drum 
/ player. 
W, A flower A Sivalinga uhder A monkey 
a tree 
Ne 
ಈ; 
[4 ~ 
9 E. A Sun A Sivalinga A wyaja 
We A decorated chakra A flower A creeper 
N. A vy2]e ramping over an elephant. 
B47 & vaidnave symhol A tortoise A shepherd 
10 E, A decorated chakra A female A vydla 
dancer 
W; A flower A flower A creerer 
N. A wy8]n ramping over an elephant. 
8 A Sun Two creeper A saint 
iW E. A flower An achArya A conch 
in padmEsans. 
W, A flower A monk on a fish A wyala 
N. A vya]a ramping over an elephant x 
5, A flower A Sivalincza A creeper 
ಫ್ರಿ Be AvyB)a face A flower A vya]a 
W. A Vaishava symhol A swan & vyala 
Ne A Yampins lion on an elephant below 
ಪಸ A flower A flower A tree 
13 E. A flower A flower AK creeper 
W. A flower A flower A creeper 
around a monk 
N., A ramping vya12 on a seated elephant _ 
§, A vaishpavae mark A swan A vyala 
1 BE. A female dencer A Sun A vyaja 
W. A flower A swan A drum layer 
Ns A vyAla rampine over an elephant 
8 A flower A flower A tree 
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1 2 3 Ly 5 
(C) WESTERN CLOISTER (OUTER ENCLOSURE) 
1 Ex A fluted pillar with lion base 
W. Not, clear Not clear Not clear 
Ne A Sivalinga A flower A wyala 
8S. A moon A Sun Not clear 
2 Plain on al] sides 
. Plain on all -sides 
y' RE. A fluted pillar with lion base 
W, A gaya A monkey A creeper 
holding’ 8 flower 
N. A swan A flower A vyala 
$. A peacock A flower An elephant 
5 EF, A swan A flower A gana 
holdins a snake 
W. A vyala A flower Not clear 
N. Hanum#n Plain A vya]a 
ಈ A swan with A conch Not clear 
a creeper. 
- IS A Sun Double circles A creeper 
We Plain Fl1ain Plein 
Ne 9 »» 29 
5. fs »» 9 
7 EB. A fluted pillar with lion base 
W, A ull & flower A male with jabfas 
N. A Sivalinga A monk ona fish A vy]a 
S$ A swan with A flower A vyaa 
creeper 
8 £. Feacock A flower A vya]a 
We A Waisnava symbol Two creepers A vyala 
N, A tonch A swan with A monkey 
a creeper ೬ 
5, A decorated chakra An owl An achirya 
9 E. Double Circle Dowble circle Not clear 
W. Plain Flan prey 
N. 9 >» 3 
5 >» »» I) 
10 BE, A fluted pillar with lion base 
We A flower A flower A cow & linga 
N. A flower A swan with a A kalasa am 
Wy A creeper pitha 


Vow eo NY i 


Q Cepen. 


SS ಮ್‌ ನಾ ನಾರ ನಾ 


A MR 
ill Plain onal” aes 
12 Plain on all sides 
13 EB. A fluted pillar with lion base 
W, A flower A knot made of A cfeeper 
two creepers p 
N. Nandi A swan with A vyala 
-a creener 
5, A swan A flower A vyala 
1 E, A moon Plain A creeper 
W. A flower A flower A 1eaf 
N. Plain Blain Plead 
8. Plain A Sivalinga Plain 
15 Flain on 211 sides. 
16 BR, A fluted pillar with lion base 
W. A flower A flower A male with a 
kh bow & arrow 
N. A vaisnava A creeper A vyBla 
symbol $ 
8. A swan A creeper A makara- 
vyala. 
pe Plain RX on all sides 
18 Flain on al] «ides 
19 EA fluted pillar with Ion base 
WN. Plain Plnin Plain 
N. PST A flower 9 
5, 3 Ss) »» 
೩0 EB FLarn Plain Plain 
We 9.3 I) 99 
N. A flower Douhle circle BRT 
5 Plain Plain Flain 
2೧೩ E. A flower Plain Plain 
W. A flower >» A vyala 
Ne DL p UEC >» Plain 
5. A flower 99 A LLEEDe 
2B EB. A triple circle P18 Tr A ereeps¥ 
We A conch on Flain A vyala 
a pitha 
Ns A flower Plain sles 


5, A flower Plain Plain 
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a ——— 


21 


2, 
25% 


7 


29 


30 
31 
32 


2 I 
B. Rain Plain Plain 
W ¥- 99 > %) 
Ne »3 »3 1), 
5, A triple circle & flower A cowherd with a 
stick 
My A fluted pillar with lion base 
W, A flower A flower A creeper 
Ny A sun Not visible A conical 
objects 
$ Plafgn Plain A vyala 
B®, A fluted pillar with lion base. 
W. Plain A flower A tree 
N. Flain Plain Pad 
§, A male playing A male in asana A male dancing 
an instrument. on a fish with a tridens 
೫ Flain on all sides 
Flain on a11 sides 
A A vya]a ramping over an elephant. 
W. Plain A double circle Not clear 
N. A flower Two creepers An 01d man with 
a tumbura 
ಈ Plain & flower A creeper 
Plain on all siAes 
EB. A moon A moon A tree 
W. Plain Flain PY 
N. »» »೨ »» 
5 NE) 39 ?» 
E. A vyala ramping over an elephant 
W. Plain’ Plain Plain 
N. A Sun A flower Flain 
5.0 A flower desien & flower & creeper 
in circle 
Flain on al] sides 
Plain on a]1 sides 
J A fluted pillars with vy8]a base 
MS saint in FULT Fl1ain A creever 
coat, ¥- 
Ne A conch Not clear A vyala 
8 Plain & human form A vyEla 


ii 2 


i 


AUS 
35 Bx 


36 I 


37 B, 


93 BE, 


39 RB. 


4A J 


44 E. 


N. 


$k mantin TULL. ceakt 


422 


ಳಾ ಬರ್‌ ನ್‌ ಅ ದ್‌್‌ ಕರ್‌ ರಾರಾ 


J 
An Bchfirya on A flower Plain 
a fish 

Plain A creevner Plain 

Plain & flower Plain 

A flower Two creepers Plain 

Plain on a11 sides 

A fluted pillar with lion base 

A Sivalinca A flower A creeper 

in tree desizn 

A bull A flower A vyala 

An archaka A flower A male 
devotee 

Plein A flower Not clear 

Plain A moon A makara-vyHla 

Plain Plain A tortoise 

A Sun Flain A pot with 
foliase. 

Plain & flower A 1eaf 

Flain Flain Plain 

99 99 99 
99 99 99 

A fluted pillar with lion base 

A flower A flower A tree 

A flower A Sivalinga A vyE1a 

desien 

A monkey A flower Vishnu standing 


A Vaishyeva symol A moon 


An ornamental conch, A flower 


A flower 
A conch on a 
pedestal 


FlYain 
99 
99 
99 


A Sivalinga 
A parrot 


Plain 
99 
£5) 
99 


& fluted pillar with lion base. 


An 01d man with 


umbrella 


An Sch&rya in 


asane 


A vy8la 
A flower 


A flower 


A hull 


A pot & foliace 


Atree 
A vyB}a 


& vya]a 
A vydla 
A vyala 
A wyE]a 


A flower 


A creeper 


A gana holding 


snake 


4d 


i 
—— SS SS 


WO A 
5° EB, A swan holding a A monkey A 1eaf on a 
bunch of flowers. 4 pedestal. 
W. A flower desjisn A Sivalinea A vyala 
N., A fldwer A flower A gana blowing 
a conch 
ಫ್ರಿ A fluted pillar with lion hase 
52 Be A Vaishave mark A flower A vyala 
W. A flower desioen A flower desizn A male holding 
a ೮೧ರ 
N, Plain Plain Plain 
8 A fluted pillar with a lion base. 
53 FE. A swan A flower A vyala 
W. A flower A female dancer A tree design 
N. A flower Plain Plain 
pk A fluted pillar with lion base 
5, £. A rampins lion on an elephant yp 
W. A vaishpava symbol A square A vyala 
N. A flower A flower A creeper desien 
ಈ A rampinsz lion on an elephant 
5 A plain pillar on all sides, 
56 A vlain px1lar on al1 sides, 
4 EB A fluted pillar with lion base 
Ww, & flower A moon A’tree 
N. A flower An acharye holding A vy#la 
Sivalinga. ಎ 
$4 A flower An &charya holding A vyala 
a ರ೩ಗರೆಡಿ. 
58 £. A flower A vyala A saint in fu 
SO 
W. A flower Yoganarasimha A makara-vyala 
Ne A Sun A flower A nude famele 
S. A monk in full Two vyalas A vyala 
¥ ೦೩೫. standing back to 
back. 
69 EB. Plain Plain A tree 
W. A Sivalinga Plain A conical] design 
N. Plain Plain A wyala 
8; Plain Fl1ain A vwyala 


1 2 3 LS p 
4 
69 EB. F1ain Plain A Sivalinea 
W. Plain A Sun A tree with 
three leaves 
N. Plain Flain Plain 
5, Plain Plain & nandi. 
61 Plain piltarvon all Sides 
62 Be Flain Plain Plain 
W »» EE) »» 
Ne >» A flower >» 
5. 9 A flower »» 
63 A pillar plain on all sides. 
6k if A fluted pile WISN NESE 
W. A moon A mooy A vyala 
N., A flower desien An acharya A wyvila 
Br Plain A devotee in anjali A male dancer 
hands. with torches. 
65 E; 
Ww A flower Spoiled & conical leaf 
Ne A. moon A knot made of Flain 
two creepers. 
Bx A flower Flain Flain 
66 A pillar plain on 211 sides 
67 BR Fain Flain Plain 
il. >» »3 >» 
Ne 99 99 39 
5° A cross design »9 9 
with central dot. 
68 A pillar plain on all sides 
69 E. Plain Flain Plain 
We I) 3 >» 
N. 99 39 99 
Se A leaf with stalk °° 9 
ಈ) A pillar’ plein "Ona ues 
Fl E, A fluted villar with lionbase. 
W. Half’ moon. Flain A tree desien 
N. & flower A conch A monkey 
5S. A leaf ona pedestal. A flower A creeper 


desien on a 
pedestal. 


4 


r plain on 


A ewan 


+p 


1 2 3 4 5 
96 A pillar plain on a1] sides. 
9D A piller plain on a]1 sides. 
98 A pillar plain on al1 sides. 
99 EB. Plain Flain Plain 
W, 39 39 39» 
N. 99 39 °» 
4 A flower A flower »» 
12೧ A nil1J1ar plein on all sides. 
(D) NORTHERN CIOISTER (OUTER ENCLOSTRF.) 
i FB A flower A monk A vyale 
W, A Kkinnara A saint holding A leaf 
tambura. 
N. A flower A swan. A aya Dlowig 
a conch. 
ತಕ & fluted pillar with lion hase. 
2 EB. A swan A flower Not clear 
W. A flower A hunter “carrying 
HES =hunye 
N. A flower A 1ady with a A 
lotus flower 
5. A flower Garuda ದ 
3 uy Plain Plain F1ain 
W >» >» $3 
N. 9) 949 pA 
5 $9 A flower Nose 
4 EB. A pot and foliare A monk ina A leaf desim 
Circle 
WwW, A Nandi & Gena & vyala 
N. A flower A flower A tree 
5. A fluted pillar with a a lion ase 


~~ 


pA 


y 99 
Not clear 


er 


A flower 
flow 
ava 


fk 
[0 
ly 
ಈ) 
fe 
[ee] 
ಸೆ 


An ornamental 0 
conch. pe pl p' 
A linear pillar he 


A Taishava Acie 
symbol” "ವ 


A flower 
desisn 
ವ; 
011 
F- ೪4 


A flower 
TEtple. c1yele 


A devotee 


wcrttent 
devotee ಬ 3 
anjali he od \ 
A trident 

oe 


R es 


6 


65 


67 


68 


69 


7 


Plain 
949 


99 
A flower 


A moon 


& nandi 


& moon 


Flain 
99 


99 
A tortoise 


A male with 
2 vot and a 
stick. 


A male in full 
coat. 


A flower 


Flain 
989 


39 
A 1eaf design 


A pl=ntain 
trees 


A vyala 


A oreever 
arom 2 leaf 


A fluted nill1ar having 8 lion base. 


A waishyava symbol 
& flower 


A kalasa 
A flower 


Plain 


39 
99 


9೨9 


A ewan with a 
creeper 
A moon. 
A fish 


A fluted pillar havinz a lion 


Plain 

A moon 

Plain 

A flower in 2 


cirele. 
Flain 
»9 


99 
A Flower 


A flower decsirn A tree motif 


Flain 
A tortoise 
A vlay-chart 


Plain 


8) 
b) $) 


& moon 


A moon 


& flower 
A tortoise 


Flain 
»9 
»» 
»» 


Pla 
೨9 


»3 
A engke with 


a Kirita., 


A cowry( gavva) 
A male. 
A conical leaf 


Plain 
»» 
39 


>» 


A Aecorated 
leaf. 

A tree 

A leaf ona 
vedestal. 

hase 


A tree 
A not k 
Plein 
A 1eaf 


Plain 
39) 


99 
Not clear. 


ತೆ 


71 


73 


7 


75 


76 


7 


Ne 
5S. 


5 


1 
A Sivalinea 


An SchSrya 


A saint on the s 


A f1uted pillar having 2 ljon 


A moon 


A vaishpava symbol 
A Sivalinea 


A parrot on a tree 


Plain 
99 


99 
A moon 


A flower 
[| 
A Sivalinga. 


Plain 


A fluted pillar having a Tion 


A swan in flying 
pಂse, 
Plain 
A Yeaf 
A moon 


Flain 


399 


»9 
A moon 


& flower 


A flower 


A flower 


Le 


A flower 
A concn 


Ky. A flower 


A knot made of 


two creepers. 


° A flower 
A moon 


A conch 
Plain 
99 


»» 
A flower 


A female dancer 


A dieprem of 


two trienegles. 


Flain 


A flower 


A flower 
A flower 


A snake with 


a KirTta. 
Plain 

99 

99 
A flower 
A flower 


2 
A Sivalinea 
flanked by two 
conches. 


Plain 


A vyala 


Two vyslas 
standing on 
hind 1egs. 
Atree 


hase. 


A wyala 


[1 


XK tree in relief 
A leaf desim 


A wyala 


Plain | 
99 | 
೨9 
»9 | 


A bird look 
like a hen 
A flower 


Flain 
೧೩s. 


F1ain 


Fl1ain 
A vytile 
& clown 


Plain 


99 


39 
vyala 


alada on 
pedestal 
vyalse 


> 


Plain 


A fluted villar having a lion Dase. 


3 


೭ 


[NO 
[NO 


pl 


ಗಜ ೫ 


"ಸ 


ಇ NN 5 

A vajishnava & flower A tree 

symbol ° 

A moon A saint A creeper 

A conch A flower A creeper 

A circle A flower A monk in 

full c02t 

A conch A flower A tree 

A fluted pillar havins lion Nase 

A flower A fJower Not clear 

A flower A Sivalinga A vyma 

Fl1ain PYad Plain 

A circle in A swan A shepherd 

relief 

Plain Plain Plain 

99 39 343 

A tortoise A swan A vyala 

A swan Hanyman A tree 

A fish A Sivalincza A lady 

A flower A flower Not clear 

A flower A Siralinsn A tree 

A piller (fluted) having a pot bose. 

A flower A Nandi A hen. 

A swan & flower A gaya with 
a snake on hie 
shoulders, 

plain Plajn Rain 

A flower A Sivalinga A vyEla 

Plain Plan “Malka 

LE) ಸಿ 99 

A flower A flowery & monk seated 

A flower A decorated Sivaiinga & tree 

A fish A flower A tree in arch 

Double cirele A flower A va 

A flower in a A Nandi A tree 

square 

A fluted pillar haring 1ion base. 

Aflorer A sivalinga Not glear 

A Sivalinga A flower A vyala 

JpoelsliA Plain Plain 

A circle & flower Nots elean 

Plain plain Flain 


39 


39 


9) 


44) 
7 SL. SS 
36 E&, Flain Plain Flain 
, ASn Double square A 1eaf 
Wis Pladn Plain Plain 
5 >» $೨ 9 
37 KB, A hunter isn A devotee 
W. A Conch A flower A vyala 
N. Not clear Not clear Not clear 
ಠಃ A devotee Tyo vyB las Simhalalata 
standing hack motif 
to back. 
38 W. Flain Plain A creener desin 
¥., A fluted pillar having lion base 
N, Plain Plain Plein 
ಕಠ A tortoise A flower A vy3la 
39h UE Flain Plain Plain 
Hs A moon A flower arches. 
N. Flain ; Plain BYE 
5. »» >» 9% 
Lo Tk A moon A flower A tree with 
three “Teawees 
WwW. A ticer 7 SNE A devotee in 
anjalyi hasta, 
N. & saint in A ealloving A vwyala 
8sena. “deer 
5, A design in A parrot A creener. 
a sqare 
4 E. An ornamental A deer A god standing 
eench. 
W, A fluted pillar having lion base 
N. A moon A zaneಲೆ A gana holding 
p a snake. 
5. A flower Krishpa as Kaliya- A monkey 
mardana. 
2, FE Plain F1ain Plain 
H. A Sun Double circle A chaitya-window 
N. Vaishnava symbol. Plain Pian 
5. Be >» »» 
4% FE, A flower A creener An arch of two 
are=apers, 
W. A frog. A tortoise A cfeeper 
NM, A moon A goat A ereener desisn. 
ಔ A hare A deer A tree 


46 


47 


43 


Lo 


5೧ 


5 


___— 


A bird flying A flower 


An owl seated A parrot ವ & 


A 
x fluted pillar having 8 lion hase. 


creeper A creeper im A wyal 
conical shave 
A creerer A A wala 
‘Plain Plain Flain 
A flower A flower A creepe 
conical 
Pain Plain Plain¥ 
29 a pA) 
A moon A parrot 
A flower Hanuman 


* SVG Aflowerr OA wyAle 


Abid. A flower 


A fluted pitlar Hg a lion »೩5೮ 


A flower CFecpers A vy 

A monkey A deer in grazing i pe 
noature 

iain Plas Plain 

A Circle Dow eLiTcle) UA 1088 

Plain Plai n 43 Plai 


39 ) 


A 

A 

A 

A 

A creeper in A 
gale. 

A fluted nil1ar having lion base. 
A creeper A 
A parrot A swe 

A 

A 

A 

N 


moon 

flower 

flower 
andi 


po 


A moon 

| ‘A flower 

! Tower 
J Nandi 


A Crane 


4 ee, 


A fluted pillar hav 


A peacock 
A tortoise 


Not clear 
I-Ie 


* 


ವಾ್‌ 
\n [3 
Up 
ಹ ಹಣ ಅಡಹ ಹ ರುಸ | 


| 
A decorated 
chakra. 
gl A flower 


EE | 
W, A f1ubéd pillar havi 


N, Two concentrie AT 
| i Fcleg 
A EARS IN 


KE |B Anos esl 
We Not clear 
«¢ Ornament 1 conch 
("E A flower 
58 yy ‘A flower 
| IE A fluted pillar having 
We , — | 
ಕ್ಯ A flower 
59 E. BIpiR" 
' Wg A flower 
Ne Plain 
5, 99 K X 
}' 4 A 7 ಇಕ್‌ 4 uN 
60 EE, A vaishnava symbol. ASivalinga A creeper 
4 f1enked by Sun 
and Noon. | 
Ww. A £xexex Circle. A flower A leaf design 
|, Ns & flower A flower ಕ್‌ tree } » 
K trée 


5, A flower A flower 


i 


A pillblar plaingon 


; A chakra on a 
 pೀರೇsta). 

° & flower. 

- An ornamengal 
conch on a pitha. 


14S) 


1A, 


ile 


NO) 


TE) 
A male dA=ncer & kinnare 
with a chowry. 


A vvila. 


Indra standing with his vEhana elephant. 


A monk in the sky. 


A Kkinnara 


A female 
attendant 
Kodandarama 


A ganze holding 
 , 
eke, "| 
VEnana with 
umbrella. \ 


Varuna standing having four hands. | 


A moon Hanuman 
AFT A deer 
A moon Hanuman 
A Nandi 


K [i 
Himavant - two hands holdins a kalasa or pot 


wearing a horizontal tilak 
A saint ‘A ewan 
A snoke charmer 


A lady witha 
how and arrow 


A waa. 
A female singer A 3aya blowing « 


An elephant. 
Vishnu 
A wyzla. 


A 1ady looking 
Ink - A MIRNONS 


es 


horn. 


A Hajanishi standing having & book in his rieht 


armpit. 
& Sivalinga 


A man holdinz &xs A swan 
two pots. 
A deer 

a airale. 


A bullserhshing 
a human head, 


A flower in 


A gaya held 2 


೯೩ರಡ, 
A gana blowing 8 
conch. | 
A wyala, 


Brahma with three heads standing. . 


Two 01d people A saint 
sat face to face. 


A devotee prostratinge 


A saint 
nlaythpg 


A royel devotees 


A vy&la. 


on f£ambura. 


A deer 


An elephant 


An archer. 


A fluted viller having lionbase. 


A Nandi ~— 

A wrestler holding ~--= 
tw Oy, £adಡas [2 

A Sivelinea ~— 


Two monkeys Two bouts 
forming’ # design. 
Gu Cel Poles 


Two deers in coition. Wabnilsk 


AT Oower A flower 


forming into 


Three clowns 
A wala seated 


A carerisoned 
elephant. 


A gaa blowing 
a” ore 


An elevhnant. 


A vwyala. 


1 


15 


16 


ir? 


13 


Oi 


3 ku 5 

A gana wearing A Kinnara A clown. 
snake on his 
shoulder. 


Farveti standing wearing 8 breat-band, 
heldinzs & lotus-hudeG 
A Nandi A Sivalinsa A vyEla 
A saing in the sky. Veerabhedra , A rishi paying 
‘- homage. to Nandi 


Vishyu standing - four handed. 


A moon A ull with A cena holdin a 
three heads, star. 
A flower A veeradeiva with A wyEla 
2 aword. 
A decorated padma. A flower ina A zod holding 
circle. two chowries. 


A fluted pill2r havins lion hase, 


A flower ~~ An ele~hant 
A, temnle model with. ~~ A ೯2ರ holding a 
Sivalinze inside. snake and sword, 
& flower ~-- A wyale 
/ 
A Sivalinga A risni Bande "A gapa Llowlng 
in mudras., To No 
Bnaireva Plain F1ain 
standings 
A male playing A 1ady holding A gays vlaying 
on tamhura., a plete with on a Arum. 
lamps. 
A bul] 4 female holding A gana 
2 chowry and a hlowing 2 horn 
pot. 
A fluted nillar harine lion hase. 
A Sivalinga Flain A gana with a 
ವೆ sword 
A vyala Plain A shepherd 1eaning 
on ASRS 
A pujari in Plain A wyala 
his true attire, 
A flower A dfagcam Flain 
fy of triangles. 
An acharye on Plain A” Slowey Ln Ne 
a fish, circle, 
& flower Flsin A flower 
A flower Pe A flower 


i 


21, 


(D 
(5 


da 


|e) 


ncing with 
castanets., 


f P 
Ganesa standing 


A flower A ledy holgqfing 


On its projection on the SF, feee, sve Pivati 
panel containing a yishi Acastya and 0 

Bid, face he Fignuré of Isone is qapveg, while 
on the N.W. face, a figure of Saddsivg Je 


Tro female 
dancers. 


An 014d man 


with a hasket. a2 briest. 


_— —— "ದಾ ವಾ 


[] 
A Sivalinga 


k 
್ನ 
\ 


A devotee A male holding 


a rope & knife 


/ ಯ 
A Sivalinga A creeper An acharya ands 
a pdt he. in mudras. 
A male dancing A flower A Mandi 
with castanets. 
A xishi witha 
tampura. He may be Narada. 
— 
A creerer Krishya finishing A vyala 
Ka iya, 
A Kinnara Garuda in ಗಂ A ಗಶಿಚ್ಞಡಿ holding 
hasta. 2 snake, | 
A swan A veerasaive cusbine A saint on \ 
his flesh. a fish, 


Kubera standing having four hands. 


It is a cornef PILI THESES ON UNS EGG 
corner is extended having three faces i.e. 
north-eastern, south-eastern end south-western 
which are carved with & god holding a lotus 
bud, Vay and Lakshmi respectively. 


A saint holding A saint holding A female 
a tambura. a Veena, chowry-bearer 
A Kinnara Gone A gape holding 
2 enake. | 
Plain $1230 Plain | 
A flower A flower A gaya blowing 
gk. CONG 
A flower A dianram of las 
angles. 
Flain Plain Flain 
A diceoram made Veera-hanumnan. Flain 


of two snakes. 


Ma) 


ಇ. 


temple form 


p bo 
and vy 1a base below 


A vilaster with three- 
at the hase. 


——— 


30 


31 


331 


3 


35 


BE 


LAE 
‘J 


|| 


A temple model having a Eka-tala vimans and 
kichaka as base. 


Temple model Pi1aster _ A Bnaravahaka. 
A Brahmag>ishi with heary jatahandh2 head-dress 
with kemafyflalu in Ta hands 


A temple Sikhara Pilaster Eharavahaka as hese 
A temple model 4 njilsster Kichaks at its base 
A temple model A nilester -dih - 


A Raja rishi with a book in his left arm=nit 

havind 2 kirita, 

A temrle model A pilaster A seated vy ia 
as its hase; 


A temple model A pilaster Kichaka as its 
base. 
A temnle h pilaster ಎಡೆ 


A brahmegyishi navins 2 heary jatEhandha, two 
hends wit a Pook in the left arm-yit. 


A temple model A pilaster Kicnaka as ite ¥ 
bace. 
4 
Temple Sikhara A pilaster Two wyalss hack to 
p back as its base, 
Temple-fithara A nilaster A eana as its base. 


A RS3ayishi wearing a kirita, two Nends holding 
a stick tied with a flag. ಷ 
A temple #ikhara A pilaster XKichaka es BhSre- 


vahaka, 

4 temple model A nilaster Bhfrevahaka holding 
kA 

4 -do- -do= -ಗೆ೧- 

A Brahm ವ್ಯ isd holdine 2 kook in left arm-pit 

A temple wodel A ni1aster Bh avrBhaka. 

A tennle model A vilaster BhErevshakae 

-do= -Go- -do~ 


A BratmaZvisni wearing heary jaahandha holding 
water Jue. 
A temple model A Filaster, A Vyia 


(3) YATNOANRAPA 


A moon Chakra on a pedestal A tiger 
heeds 
deer. 
NN Fkah Ganes3 A wyala 
Plain I Sil Plain 


»9 19 ೨99 


| 


aire 
lover - 


ಸ್ಯ 


Siveling ಎ 


Mot 01ear 
EA "Flower 
jaruda 


A KG 


Atreeona 
% JS * 
4 Gane . 


19. 


Wl 


ಸ] 


1. 


3 Me RS 
A swan A 1ady holding 2 A vyala 
lamp [4 
A lady holding A saint with A Sivalinga 
a chourye a heavy turban 
[NC A 1ady dancer Not, clear. 
A kalasa ona A saint with A Sivalinea. 
pedestal. heavy turban. 
A flower A seroll A cana holding 
ಮ a snake, 
A flower Garuda in anjali Hanuman. 
hasta, pe 
A conch on a pede- A flower A vyala 
s02], 
A flower A saint on a fish “A papa 
2e0nee 
A conch ona A chakra ona A vysla 
pedestal. pedestal. 
To concentric “anuman A gay> bl 
sq1ares 2 conch 
A flower Sivalinga on the Hanuman 
coils of a snake. 
A flower A tortoise A vyala. 
KA male An Acharya with a A vyala. 
staff in hand, 
A monkey A nandi A tree 
A flower & saint A monkey 
A flower A gana holding An cher 
two Llopws HUuds 
A deer A flower A devotee 
A Nandi & royal devotee A monkey 
in_anjali hasta. 
A moon An &charya with A soroll1 
} heary turban. 
An acharya A male having A vyala. 
conical Tepe 
A flower A Sivalines A vy 
A clown A swan A gaya blowing 
2 Goneh, 
A flower A monkey A vy lo 
A conch on © A clown Two vyEles 
pedestal. standing on hind 


lees. 


mer k 
ಗಂ ona A&A 
nik 
A swan 
A moon 


Iwo concentric & 


# 


iN 


k 
Yooden cymhals. 


x Plain 

Plain 
Br AE A peacock. 
RE 


¥ 1 ಸಾ” 
: Wut 


12% 


Plain 


| 


i @ Hook kept 
1 001. AY 


4 


2 


3, 


ಟಟ, 


5, 


H. 


N. 


Four handed Durga 
seated. 


A vy3la trampling 
A ewan in a 
Tce. 
KRxRReakie 
XRXRATRETANEX 

A saint in asans 


A ganaholding 
a snield and 
sword, 


2a moakara., 
A god holding 
two chowrles. 


KARXREXKEXK 


Two vyBlas 
standine on "ind 
legs. 


A wala ramping over an elephent. 


Covered by an adjacent wall. 


A knot made of 
two serolls 

An @sgcetic in 
padmasana. 


A flower 


y) 
A Sivalinga 

A £x&xz conch on 
a pedestal 

A flower 


A saint in ahjali 
hasta, 
A Nandi 


A ewan with 

© preeper 
A Sivelinga. 
A saint 

A Nandi 
Aswan holding 


Herel 
A sivalinga 


& dancing male 
ina eines 


An 2 chdrya 
seated. 


A&A 20d 


A Nand 
A swan 


A sant in 
nadmasana. 


A monk in afjali 
hasta. 

KodandarSma 

A flower 

A flower 

An Senarya with 

heavy turban. 

KSdanderSMma 

A flower 


A flower 


A gene holding knife. An Acharya. 


A fluted pillar reeting on a seated 


& Saint 
A gaye holding 8 
lotus. 


A Hivelinsa 
A flower in a 
rope design. 


standing 
legs, 


A vy8la 
on hind 


A wyale standig 
on hind 1 egss 


A sap in 
singine pose 


A female 
dancer, R 
k& zea hlowing 

a conch. ) 
A vyala. eh 
A Peacock. 


A deer. 
A vyBla. | 


A, cow and a 
Sivalinza. 
A 50d 


A yal. 


Tyo vyBlas £4 
each other. 
vyala 

A wyala. 
A monkey. 


saint in ¥sann, 


‘flower 
swan 


_ } 
ವಾ 
ಫ್‌ 


r having 
ಶಸ 


mar 


ated nillar he 
le archer A ro 
res 
A ¥1ger in woodee 


ಸ Ser0l11 


ated vi1lar havi 
concentric As 


By 


1 ~ 
with geroll 
as Keliya. 


Concentric 
i 
WH. A flower 


‘ 
Ne A Sival 


4 
. 


A fluted pi 
isha as #0 
iyamarden., 


A 


11ar 


ET - —— 
[| pO 


Wh Vishnu 


N A Sivalinga 


<A 
a ramping ov 


- 
ಹ. 


er pillar 


“ok 
yalkra on a 
Lol 


A Sivali A saint 


k - A 
'ಹ್ಮ್ಯ conch on 8 A tortoise 
Pee pit he, # 

WwW. Two sqnares 


A clo 
A 


& 


witha 
pi buds 


‘on castanets. ; 
& vy rampins over 2 


yer it. = 
& Sivelinga A nerd’ 


a] 


) pi §- 
೩ Lg 


fluted pil1er : 
saint An’ sank. 


A gaya standing Veer 
A f18ted pillar hs 
A fluted. ni17ar 
00 014 cep 

oY sR, 


p F 4 af 
pe 7 A 
Same 2 ಹ 


A 
ster with 


Wore 


A ನನ್ನ holding A nandi 
two tus hnds, y 


floyer; 


with two han 
made of A 


Ele ramping over a ma ta 
F ರ 
A flover ‘An ulplope 
4 parrot 4 nand kk 


Bh lester haying a) 
; and. ಗಕಗೆ ran 

- 0 
e ramping an 


> faces. 
ved mee 


| knot arra sed | 
tm of two ಕ 3 


). & po 
Ava ishnavzcharya 
[J 


\ + 
He A Sivalineae . A 
HN, ಈ ‘flower’, 


8, ತಂ having ನ 
[a 


di 


ರ್‌ en nN] 
£50೭: 


bed pillar Kav 
ivalinga fh SU 


) er 
ed pl 11ar 
Woy 


kod pillar he 
& 


or ಸn 
ಲಲ. 


( 4 parrot 


flower 
‘A Fluted pil lar 
A moon pi 


Nts pillar having 
\ saint in A saing 
peರೆಗಷsana. 


w p ಗ್‌ ಹ Re % 
- a ೧೮೧೪ರ 
ps A - 


N Kliyenrdr nd gy 


nk §,. ANetcener in a 
0107. ಈ 


Auboyer, Jeanine 


MV aa We Vo. 


Bachhofes, I. 


Balasubrahmanyam, S.A. 


Banerjea, J.N., 


Bane iN p 


Barrett, Douglas and 


Pasil Gray., 


Barrett, Douglas 


Barus Bs MM 


Bachem Waln, 


Batley Clee, 


Bhandarkar, RG. 


Battacharya, Arun 


455 


Daily Life in Ancient India, 

as devicted in Indian sculpture 
from 200 B.C =~ POINNGES 
(Bombay, 1961). 


South Indian shrines, 
(Madras, 1920). 


: Early Indian sculpture, 2 Vols 
(Paris, 1929). 


; 1) Early Chola temples, from 


907-985 A.D. (Mew Delhi,1971). 


ii) Miadle Chola Temples, from 


9851070 AD Faridahad, 1975). 
i11) Early Chola Art, (Bomhay, 1998) 


; i) Development of Hindu Tcono- 


eranhy (Calcutta, 1955). 


ii) Pratimalakshanam, Calcutta, 1932. 


Dance of India (Allahehad,1947). 


; Fainting of India,( Geneva, 
Lansanne,~1963) 


Fainting _ of the Deccan RVI - 
XVII century, (London, 19583) 


nnarhut - Asvects of life and 


art, 3 Vols. Calcutta, 103% -37) 


The wonder that was India, 


(London, 1955). 


: The Desicn development of Indian 
Architecture, (Bomhay,1965). 


:1) Vaisnevism, Saivism and Minor 
Felicious systems, (Foona,1929) 


i1) The early history of the Deccan, 
(Foona, 1927). 


; A treatise in ancient Hindu 


music, (Ca101tta, 1975). 


Coomaraswamy, A.K., 


Causens, H. 


Day. Cin) 


De Forest, I., 


Desai, Devaneana., 


Desa eB, 


Dhaky, M.A, 


Wikshitar,y TR,R, 


Dubreuil, J. 


Edgerton, W., 


vi) 


qi) 


viii) 


190 


History of Indian and Indonesian 
Art,, LOnSON es 


Arts ond Crafts of Indin, 


Facial Expressions in Indian 
ptnre ,, Mer ase 

The transformation of Nature 

in Art, Newyork, 1934. 

The Indian craftsman, 

London, 1999 

Ra jout Paintings alee 

(Oxford, 1915). 

Indian Drawings, 2 Vols. 

(London, 1912). 


The Aim of Indian Art, 


(London, 1908). 


Chalukyan Architecture, 


Archaeoltsica] Survey of India, 
1926, 


The Music and M¥usical Instru- 


ments of South India and the 
Deccan, {London, 1891 


Indian domestic architecture; 


Erotic sculptures. of &ndja= 


& s0c1i5 enlburekb study 
New Delhi, 1975. 


Select Stone Inscriptions of 


Andhra Pradesh, AP. Govt, 
Archaeolozsical Series, No.9, 
Hyderzhed., 1962. 


*. 


The Vyvala fioeures on the 


Medieaval Temnles of India, 
Indian Civilization Series-11, 
Varanasi 1965). 


: War in Ancients India 19H 


Dravidian Architecture, 
Pondichemee AD) 


Tllustrated Yand-Book of 


Indjan Arms, (London, 1899). 


49] 
Edgley, Sir Norman., : Temples of India, Introducing 


India, part I, Calcutta, 1947. 


Fereusson, James, i1)On the study of Indian archi- 
tecture, London, 1307. 


ii) History of India and Eastern 
ArenitecsnPe sie 


(Fevised by) James Rureess, 
London, 1917. 


iii) Tree end Servant Worship in 
India, London, 1368. 


Franets Wa + Anantapur District Gazetter, 
Made 19S 
Gangdly, 0.C., ;i)Vedic naintine, Calcutta, 1965. 


ii) Indian Architecture, Bombay, 
1945. 
111i) Indizsn Art and Heritare, 
London, 1959, 


Ganguly KAR; 


> 
™ 
fo) 
ಫೆ 
[0 
ದಿ 
[oe 
2 
ಪ 
[) 
kl 
‘J 
[) 
[ee 
1 
ಸ 
pp 
() 
ma 
k- 
"5 


Indjan costume (Bh&ratiya 


GRUB STU ; Lume 
veqabhisa), Somhay, 1957 


Goetz, Hermann Building _and Soulpture 


Techninnes In India, 1953. 


ಮ 


Gopalachari, K. $ Early History of the Andhra 
| ( country, (Madras, 191). 


Gopala Krishnamurty, 5., iJaina Vestizes in Andhra, 
ಪು, 10ರ 


Gopala Rao Amancharla + Levnakshi, (Hyderahad, 1976) 

Gopinatha Rao, TA, + Tne Elements of Hindu 
Teonoozavhy, ¥ vols. Delhi, 
1971. 


3 
Sx 


Goswami, 0, 


€ 
Bombay, 1961). 


Gray Basile; 


Gri LHL Ss 


Gupte, “RE 


Tanda, Devendra 


Harjwrao, Was, 


Hare, “ames ©, 


Havell, 8, 


Herwsy He, 


Her@ert, MP. 
Herrinsham, Lady., 


Hopkins~A%d'. 


Iyer, K.B,, 


Jauhari, Manorama, 


Kameswara Rao, V., 


43 ಈ 


Rajput Painting, London, 1948 


Te 


The paintings in the Ruddhist 


Cave Tenmles of Ajanta, 2 Vols. 


London, 1595497. 


I 
೧ 
©) 
ಸಾ 
©) 
JQ 
( 
[2 
3) 
©y 
ಸ್ಥೆ 
ಈ) 
a) 
ic 
ಗ 
He) 
Fl 
I 
ಈ) 
ಈ 
ಹ 
[6] 


a 


Buddhists and Jains, Bombay, 19 


*: HistoryArchaegloay, Axt 


ಮ 


and Architecture, of Osian 
Temples, Delhi, 199 


The Srirunzam Temple; Art 
and ArchiSecture, Tirupati, 


BW 


The Temnles satewavs in South 
Loea.,. Oxkerdy Hog 


The Art Seritaze of India, 


pe 


72. 


comprisins Indian sculpture And 


painting and ideals of Indian 
art, Pomhay, 1964, 


3 
3 
[97 
({, 
ಹಬಾ 
(3 
ಷೆ 
2 
[= 
೧ 
Y 
5 
ನಿ 
[9 
ct 
ನ 
2 
le 
le 
ke 
| 
» 
iw 
[1 


: Music of India, Calcutta, 1950 
: Ajanta Trescoes, Oxford, 1915. 


Mueical Instruments, Historl 


poy 


Indian Art, A short introduec- 


EE 


tion, Bombay, 1958. 


11) Animals in Indian sculnture, 
Bombay, 1977. 


: South Indja and ite Architec= 


ture, Bharatiya Vidya Bhavan, 
Varanasi. 


: Select Vijayanarara Temnles of 


io 
Fare and unidaue, Lonion, 192. 


Sayalaseemn, State Archaeological 


Department Series, No.7, 
Hyderabad, 1976. 


Khandalavala, K.J., 


Kramriscuy Stella, 


Krishnamurthy, K., 


Krishna Sastry], 


Law, RC, 


Wonghutst, AH 


Mahalineam, TV. 


Mac Donell, A.Aé and 


Keith, AB, 


‘1) Indian Sculpture and Fainting, 
Bombay, 1938. 

i1) Eahari ¥iniature paintinr, 
Bombay, 1958. 


ii) The Visnudharmottara (Part-ITI) 
A Treatise on Indian Painting, 
Calcutta, 1924, 


i1i) The Art of Tndia; Traditions 
of Indian Sculpture, nainting 
and architecture, London, 
1954, 


iv) Indian Sculpture, introducing 
Tndiz, port IT Caloutts, 1919 


v) The Yindy Temple, 2 vols 
Calcutta, Aou6. 


: 1) The Gandhara senlpturesy A 
cultursl study Del To 


11) Nacarjunakonds - A Cultural 


LE 


study, Deli, 1977 


i11) The Hair-stvles in Ancient 
Tndian Art, Jeli, 105ರ. 


+ South Indian imnaves of gods 
and 2oddess, Medras, 1010 


* Historical Gleanings Calc es 
19ಫ2್‌ 


Calcutta, 198. 


1) Hampi Ruins, Madras, 1917 


ee 


: Administrative and Social Life 
under the Vijavyanagara empire, 
(Madras, 1951). 


ii) & studies in the South Indian 
Temple complex, Dharwar, 1979. 


Vedic Index of Names and 
ab jects, 2 Vols., Varanasi,1968 


kk: 


eS 
Sharne, Methura 18]., 


} ~~ “4 « 


dk ey, 


. 1SAKMAPATNAM 
ky 
RYH YDERABAB 


KANNADA 


LOCATION MAP 
೦೯ 
LEPAKSHI 


BAnGALon 


4a 


೪s 4m uh UNO 


= 
a 


VEERABHADRA SHRINC 

A RECTANGULAR CELL 
BHADRA KALI SHRINE 
HANUMAL INGA SHRINE 
RAGHUNATHA SHRINE 
MAHAMANDAPA (INNER) 
NAVAGRAHA PITHA 
PAPANASESVARA SHRINE 
SAYANA GARA 

PARVATI SHRINE 


«4 


[3 2 
eToes 


STORE ROOM 20 
INNER ENCLOSYRE WALL 21 
MAHAMANDAPA (OUTER) 22 
PAKA SILA 25 
NAGA SIVA LINGA 24 
GANESA MANDAPA 25 
SOUTHERN ENTRANCE (zcowD 1nciosu 26 
KALYANA MANDAP 264 
FOUR PILLARED MANDAPA 27 
ANJANEYA SHRINE 28 


NGA MANQAPA 

PANCHANGA MANDAPA 

HOMA MANDAPA 

NATYAMANDAPA 

NORTHERN ENTRANCE(moote sncuesent) 
VAHANA MANQAPA 

A BRICK SHRINE 

MiooDLe PrAKARA 

EASTERN ENTRANCE(ouren €ncLosuns) 


PILCLARED CLOISTER 


a9 
30 
31 

32 
ತಿತ 
34 
35 

36 

36s 


PLAN OF VEERABHADRASWAMI TEMPLE 


LEPAKSHI 
ANANTHAPUR DISTRICTAP 


[es 


೦ ೮0೦೦ 


SOMVARA MANDAPA 

WESTERN ENTRANCE (ose tuctosuRd 
UYALA MANDAPA 

WATER CISTERN 

DHVATA STAMBHA 

BALI PITHA 

NORT HERN ENTRANCE (oven nnaisanne 
YAGA MANDAPA » 


i 


OUTER ENCLOSURE 


KEY PLAN OF PAINTINGS 


VEERABHDRA SVAM| TEMPLE 
ಗ್ರ LE PAKSHI 


” 
[e] 


IMAI IAIN | 


INDEX 
CROUP. A: 
MATYA MANDAPA 
GROUP ‘B', 
MAHA MANDAPA 


OUTSIDE ry 
ENCLOSURE 


GROUP. ‘Ci 
GRouP.'p' 


MAHNAMANDAPA | 
INSIDE THE - 
£NCLOSuRE 

» 


Watt Pay T/NgSs ow! 
VEzRa ಡಿಚೆಸಿವಿಷಾಷ Sui 
GRouP ‘£; 
GROUP E£. 


Muka MAN Dap [ids 
RAG HONATHA Ring 


a 


Ory m mo) 
ತ) AT 


MY. 


FIGN! HEAD AND NECK ORMAWEPRIIS: 


PIG, VAMP WRISTUETS AND FINGErORNGS 


FIG:IX COSTUMES GIPIES AND SACRED THREADS 


NR 


yogi) 
ಮ್‌ ಷ್‌ 


6 


FIG.X ANKLETS AND TOL RINGS 


W 


PUG PEMA LE COIFPURE 


FIG.XIT MALE HAIR STYLES 


F1G.Xlll MALE HEAD DRESSES 


Flu XIV MALE HEAD URESSES AND FORE HEAL DECORATIONS 


FIG XV MUSICAL INSTRUMENTS 


FIG.XVI MUSIC AL INSTRUMENTS ANI 


“APARISUNcD BULL 


FIG, XV! SWORDS CAND DAGGERS 


FIG XVIII ARMS ANU ARMOUR 


ಭಯ AU SANE Se MN NSLS 
NN )ಿ RN A ಸ: »}) 


NG 
AN 


uovtuta. ಷ್‌ 
ANC AEN) 


LTT TS 
a ಮ W' AVN Poy 
14 7 / 272 744 LET 77 ್‌ 


12 
FIG-XIX FURNITURE AND HOUSEHOLD ARTICLES 


FIG.XX HOUSEHOLD ARTICLES 


ie, 
_ pk (Ge p 


NYE 


AE SS ( NS 


ಆ AA elo EY, 
NRTA 
PL 
AAT 
5 


FIG.XXI CAPARISCNED ANIMALS AND A FOLIATED JAR 


VoovooHooo 


[9] 
[9 
$ 
0೦೦೦೦೦ 
[ 
$ 
0 0000೦0೦೦ MN 
0೦೦೦೦೦ y 
೦೦೦೦೦೦೦ 
{ 
F ' 
8 10 ARs 
9 1 


FS XXI STRUCTURES & GAME -BOARDS 


FIG.XXIll TEXTILE DESIGNS 


FT 
DK CAN _ 3 
ee Sed 
KR g: $' 
@8 N I | 
a | ‘Waa 
SOR | pi 
RR 
Cy pp 7 
Bo A Pr 


4 


PEAS ON 
KOK K 


NY 

೪% NR 
“ನ 

[y ನ ಹ x 
$ N 


9, 


N 
4 


KX y 
RANK K 


FIS. XXIV TEXTILE DESIGNS 


ಮ “ 


ಕಿ 


/ EE RE 
& 


ಗ 2 
zx SONNET ANE PTR 
Kl Mn 4] 4 IOI 
4 ಗಾ ಮಾ ರ್‌ 
Aa 


ವ ತ್‌್‌ 
OTE Mri ಮಾ ವ 
EE PATTI puctieeens 


AN re 
IIT TTY 
SS 


, 
4 


J 
Juels 


FISK AV TEX ULE “DESIGNS 


——ಾ— 


Trpes OF PILLARS 


[3 


a. 


Ae RTAR VIEW OF RAGHUTATHA SHRIND 


ke K 


3. SIKIARAS OF VESRABHADHA AD 


ಕ್‌ a 'ame ODT 


Ae CORNER VIEW OF PILLARSD CLOISTSR 
( OUTHR PRAXARA) 


Ma sR 
* 


B. GROUP OF SAINTS (STRIYALA'S STORY) 


PLATS IV 


x 
~ 


1 Ks 


A DEVA ( GANDHARVA ) 


A. 


TU FRMAL% CHOWRY-BTARER 


p- 


| UuoVG IVA V °K ಫ x 
| IlupNvivivHsiIHT *y 


| 


PLATS VIT 


\ 


ks 
+ 


"S 


iV MY 


(H¥YIVd) WOUC=MOTT 


VHS Y K 


0 ONIAYIG 


UTM Y 


PLATS VIIT 


ಫ್‌ EE 


ART 


I 


PLATH- TX 


Be. A JzsIvR 


¥ 


Ae A POTTER | 


4 


ಳ್‌ 


__ 


eke 


Ber 
413 


# 


TALINGA ON A TORTOISE | 


A. LADY LOOKING INTO TH MIRROR | 


| PATE 


A SH3FPHARD 


| MAUYHOYAVIBSIVA *¥ 


A SCSNE FRO 


(ANUNITI CHOLA'S sroRY 


~ 
4 


PLATS XIV / 


SRTUNTYA STIRY 


A SCENE FROM KIRA 


'\ 
| 
3 


PLAY po s 


‘Be A SCI FROM THE MARRIAGT OF SIVA 


1S REITINE 


* VIROPA1 


